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ABSTRACT 
Although theatre and performance photographs often 
illustrate scholarly works on theatre and performance, and 
despite recent interest in links between theatre and the still 
image from both theatre practitioners and theorists, there 
remains relatively little critical work on theatre photography. 
This thesis examines theatre photography, implementing 
approaches that are a departure from habitual conceptions of 
the photograph as document. 
Taking the intersection of theatre and photography as a 
vantage point, this thesis considers how photography might 
shape theatre rather than recording it, and how this might 
challenge notions of theatre's constitution, summoning 
theatre's own stillness, its citation, and its spectrality. This 
consideration takes place via analysis of a series of instances of 
theatre photography, interrogating the specific operation of 
photography and photographs in each. 
Following the introduction, Chapter 1 gives an 
overview of existing writing about theatre photography, from 
questions of archiving to reflection on 'performance 
documentation'. Chapter 2 concerns photographic studies of 
the corporeal mime of Etienne Decroux, examining how 
photographic stillness relates to mime practice. Chapter 3 
concerns the theatre photographs of Josef Koudelka, and 
considers how this work documents disappearance. Chapter 4 
focuses on Martine Franck, photographer at the Theatre du 
Soleil, and examines how theatre photographs correspond to 
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the photographer's other work. The work of this same 
company is the subject of Chapter 5, where I consider Sophie 
Moscoso's use of photography as part of a working process, 
and the ways in which images affect stage practice. Chapter 6 
concerns the work of New York performance photographer 
Dona Ann McAdams, and considers the how photographs 
perform. The conclusion considers the wider implications of 
this work, and signals future research that might draw on my 
findings. 
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INTRODUCTION 
Theatre is a picture; but it is a moving picture whose 
details one has not the time to examine. It is not at 
first, when the curtain is raised. So, if silence prevails 
among the characters, my gazes spread over their 
movements and I will lose nothing. In the world, 
everything is noticed. Through a tumultuous 
conversation, an equivocal word, a gesture, a glance 
often becomes an indiscretion. Is one less clairvoyant, 
less attentive at the theatre? If this is so, never mind: it 
is up to some great poet to correct this fault in the 
people. But when silence is broken, the less one is in 
the details of the picture, the more the masses must be 
striking, the more the groups must be energetic. In a 
word, is the theatre a picture? ' (Diderot [1758] 1994, 
128-29) 
Take the case of the ordinary academician. He gets 
hold of a pretty model, he puts a dress on her, and he 
paints her as well as he can, and calls her "Juliet, " and 
puts a nice verse from Shakespeare underneath, and 
puts the picture in the Gallery. It is admired beyond 
measure. The photographer finds the same pretty girl; 
he dresses her up and photographs her, and he calls her 
"Juliet, " but somehow it is no good-- it is still Miss 
Wilkins, the model. It is too true to be Juliet. There is a 
whole quality of truth about it. The painter leaves out 
almost the whole of the essentially truthful part of the 
thing. He looks at the girl, but does not see much of 
her; he paints the Julietty part of her. But the camera 
sees everything in the most provoking way, and 
although the photographer may begin to blot out 
whatever is not Juliet, he may fake his plate, but when 
he has gone through all that, it is still not Juliet (Shaw 
1909,568). 
1 Le theatre est un tableau ; mais c'est un tableau mouvant dont on n'a pas le temps 
d'examiner les details. - Cc n'est pas dans un premier moment, au lever de la toile. 
Alors, s'il regne du silence entre les personnages, mes regards se repandront sur leurs 
mouvements et je n'en perdrai rien. Dans le monde tout s'apercoit. Au travers d'une 
conversation tumultueuse, un mot equivoque, un geste, un coup d'ceil devient souvent 
une indiscretion. Est-on moins clairvoyant, moins attentif au theatre ? Si cela est, tant 
pis ; c'est ä un grand poke ä corriger le peuple de cc defaut. Mais lorsque le silence 
est rompu sur la scene, moins on est aux details du tableau, plus il faut que les masses 
en soient frappantes, plus il faut que les groupes y soient energiques. En un mot le 
theatre est-il un tableau ? (original emphasis: italics indicate Diderot is quoting from 
Riccoboni's letter to him). 
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These citations, the first written almost a century before the 
invention of photography, the second almost a century ago, offer 
appropriate starting points for thinking about theatre photography. 
Diderot's dialogue with Mme Riccoboni finds the author considering a 
spectators' perception and capacity to see detail in a theatre that contains 
stillness and silence: Diderot asks why viewing theatre might differ from 
the viewing of everyday life, and wonders to what extent this viewing 
might have affinities with the viewing of pictures. The same stilling and 
silence is perhaps what, for Shaw, looking at a staged portrait, affords the 
viewer of a photograph an ability to see detail and truth: the scene of 
photographing bursts through, to the detriment of theatrical illusion. I 
hope that these evocations of the relationship between theatre and the 
still image and of the provocative and paradoxical potential of 
photography, as well as the attention that both writers' pay to the place of 
the spectator or viewer, will inform the work of this thesis. 
I hope to explore theatre and photography in a way that allows 
them to bring insights to bear on the other. That said, it is not my 
intention in this work to merge theatre and photography into a single 
entity, reconcile their differences, synthesise them, flatten theatre into 
photography, or place photography onstage. Moreover, I wish to resist 
using photography and theatre as guarantors of each other's difference, 
reinforcing one another's discrete status. Instead, I posit that theatre 
photography might be considered a vantage point for fruitful 
consideration of both theatre and photography, and I contend that it is in 
recognising the plurality and heterogeneity of theatre photographs that 
such insights might be reached. 
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Theatre Photography 
A definition of theatre photography is potentially wide. Already, 
the term 'theatre photography' reproduces the instability and uncertainty 
of the word theatre by way of that word's adjectival relationship to 
'photography', and thus places theatre in the position of one of a number 
of possible photographic subjects. Theatre - as I am not the first to 
observe - can refer to a place as well as the activity that might take place 
there, and does not offer the camera any single or obvious subject. This is 
echoed in the variety of ways that theatre photography can be done, and 
the variety of places where it might take place: in the studio, in rehearsals, 
in dress rehearsals, on 'location', during a performance with spectators, 
etc. These modalities are, to some degree, specific to certain historical 
points, although these serve as no more than guidelines. It is tempting to 
establish categories determining what, or which, theatre photography is 
under consideration in a particular study. Although I make no attempt in 
this work to write a history of theatre photography, ' and although the 
photography upon which I focus is limited to a fairly narrow period, ' and 
divided into 'case studies, ' it is nonetheless beneficial, for this study, to 
look at theatre photographs in a way that allows one to see links between 
photographic practices, embracing an intermittent, rather than linear 
notion of progression, which itself perhaps corresponds to the 
photographic. Photography including (and perhaps especially) that which 
2 There have been a number of works that have given such an overview. See, for 
example Meyer-Plantureux (1986; 1990; 1992) and Tardivon (n. d. ). 
3 My examples are all from the twentieth century, and mainly from the second half of 
that century. 
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does not take place in theatres, or which does not show onstage action, is 
of interest here, since I am suggesting that theatre photographs operate in 
circulation and that images refer to and contextualise each other. The 
mobility or immobility of the camera, which is evoked in the modalities I 
have briefly mentioned, is part of this circulation, along with the motion 
or stillness of the subject, and the distribution or stocking of the image. 
This thesis is concerned with the 'stopping power' of photography, its 
ability to 'freeze' movement, but also with its failure to do so, and 
moreover with photograph's aptness to reinscribe stillness into theatre, to 
create it as much as to reveal it. Therefore, it is worth considering forms 
of photography that capture stillness as much as movement. 
The earliest 'theatre photographs' would be taken in studios, and 
were portraits of actors. The actor would pose in costume as part of a 
broad photographic trend, whereby markers of social or civic status 
would be effectively used as 'props' (a sextant for a ship captain, for 
example) for portraits. Early theatre portraits, as Corvin (1991,649) has 
suggested, borrowed gestures, elements of scenery, and objects from the 
theatre. As Siegfried Kracauer has noted, such images resemble 
"traditional art" and - in the case of the carte de visite photograph - 
allowed the petite bourgeoisie to access portraiture, "a privilege hitherto 
reserved for the aristocracy and the well-to-do upper middle class" 
(Kracauer 1960,6). Such photographs, especially the carte de visite, with 
multiple images on a single plate, could be sold or given away, enlisting 
photography as a means of publicity and the generation of celebrity. 
Gestures, too, might be appropriated from stage performance, again in 
keeping with the idea of a performance of one's role in the social sphere: 
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Laurence Senelick (1987,5) puts it thus: "[w]hat more natural than that 
the actor should register a salient moment from a performance, in full 
costume and make-up? ", and compares this to 'role' played by the "man 
of letters" whose pose would have him "perusing a book". It is important 
to draw from this that such portraiture does not appear to have been 
about recording a theatre performance (or even necessarily about 
recreating one), but was more concerned with the actor's social image; the 
photographer and actor would both benefit as the images circulated. 
Moreover, as Senelick has shown elsewhere (2002b, 320), actors might 
pose in roles that they had actually not played onstage. There is, however, 
a progression in such portraits, whereby shots are increasingly furnished 
with theatre elements and gestures. The relationship between the gesture 
and the still photograph offers, I suggest, the key to these photographs 
having the status of 'theatre photographs', since the borrowed gestures 
constitute a circulation of theatre. 
Despite material and aesthetic links with the theatre, 4 it would - 
again - be problematic to suggest that these images constitute any attempt 
to render stage performance; Joseph Donohue (1989), writing about 
'Evidence and Documentation', discusses the dangers of reading 
photographs as documentation: 
For instance, in the early days of commercial 
photography, in the late nineteenth century, 
theatrical photographers (such as Alfred Ellis, who 
had a studio in Baker Street) used stock 
backgrounds for photographing characters in scenes 
from plays. A scholar unaware of this fact who 
4 Chantal Meyer-Plantureux shows that, at least in the case of Nadar's portraits of 
Sarah Bernhardt, objects were literally 'borrowed' from the Odeon (Meyer-Plantureux 
2000,126.27). 
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thought that the photographs were taken on stage 
could misinterpret these background scenes as 
representing the actual scenery of the play, with 
catastrophic effects on the analysis of the mise-en- 
scene [sic] (Donohue 1989,193-94). 
Here, as throughout the essay, Donohue emphasises the need for 
background knowledge as well as for argument rather than the simple 
presentation of evidence in scholarship, and the passage raises questions 
about how photography represents performance. Although it is true that 
a scholar lacking information might mistakenly take an early theatre 
portrait for a photograph taken in a theatre or of a theatre performance 
(there is some dispute about the exact date of the earliest photographs 
taken with actors on a theatre stage; ' most actor portraits of the kind 
described here predate such photography, being from the mid-nineteenth 
century), it does not necessarily follow that actor portraits of the kind 
described have no value for the theatre scholar: such images can - despite 
not being documentation of stage performance - be considered theatre 
photography nonetheless. The points I wish to draw from this regard the 
notion of photographic documentation, and the question of stillness; as 
will become apparent, these are linked. 
As Donohue suggests, a photograph becomes a document 
through use. In his example, what the photograph seems to document is 
potentially misleading, since the presence of backdrops might cause the 
viewer to draw incorrect conclusions. But these conclusions would 
necessarily be made based on knowledge and recognition: the photograph 
S Meyer-Plantureux (1986,76) gives the date of the first onstage photograph as 
between 1885 and 1890; Laurence Senelick (1987,5) gives the date as 1872 
(although he cites an earlier, unsuccessful, example); Stanley Appelbaum (1976) gives 
1883; Jean-Christophe Tardivon (n. d. ) suggests 1898. 
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might look like what the viewer considers a stage photograph to look like. 
The epistemological aspect of documentary concerns how expectation 
shapes perception. On one level, portraits like these have another 
documentary function, indeed, Frederick Jameson, describing nineteenth- 
century portraiture (he calls this 'fiction photography', and is not 
specifically referring to portraits of theatre personalities, but to the wider 
genre), suggests that the images, despite the presence of staging are 
"'realistic', insofar as it remains a historical fact that 19`''-century bourgeois 
people did put on costumes to pose for such tableaux" (Jameson 1992, 
262-63). The question, for the theatre scholar, about such images should 
be about the notion of documentation, and should take into account how 
such images were produced and how they operated, but also how they 
are produced and how they operate as they are viewed. Therefore, I 
suspect that the danger described by Donohue is perhaps that of 
projecting a contemporary notion onto such images. It is a feature of the 
archive that its contents acquire a perceived equality, and a function of the 
archive that the objects contained therein be viewed together, and 
compared. The risk for a theatre scholar today would be that of seeing all 
theatre photographs as (more or less successful) attempts to document 
performance, which would - at least in the case of these early portraits - 
be a positivist and anachronistic manoeuvre. 
Early portraiture required sustained stillness from the sitter, 
with poses lasting for several seconds or even minutes. Thus, in these 
images, what is shown is not - as it might be tempting to imagine given 
photography's (subsequent) power to freeze objects in motion - captured 
movement, but rather captured stillness. One misunderstanding would 
1ö 
stem from reading the photographic still as frozen movement. Another 
reading, however, might insist that an image is staged for the camera, 
positing the subject as a sitter, and the stillness as a concession to technical 
requirements. It seems likely, though, that this is not all that is at play, 
either. Such a view would suppose, once again, that the camera image is 
the still supplement of live performance, whereas, in fact, it is entirely 
possible that the procedure of holding gestures for the camera was a 
correlate of the gestural acting styles of late nineteenth-century theatre. 
As Senelick (1997,256) has noted: 
Photography depended on carefully maintained 
poses, and, so far as acting goes, the relatively long 
time in which the pose had to be held was no 
obstacle to reproducing the theatrical moment. A 
pre-modern performance was a series of poses and 
gestures intended to stimulate a given impression. 
This insight reminds us that the perspective - summoned when theatre 
photography is read as documentation - of a progression whereby theatre 
is photographed increasingly accurately as technology advances, is 
extremely limited. Rather than supposing that the history of theatre 
photographs is a story of the increasingly successful documentation of 
performance, I hope, in this thesis, to explore the possibility of theatre's 
leakage into photography (and indeed vice versa), and the coevolution of 
photographic and theatrical paradigms; such a possibility is frequently at 
odds with notions of photographic documentation. 
Remaining for now faced with nineteenth-century actor portraits, 
and with a view to understanding the multiple ways in which images are 
viewed, I make recourse to a fictional account that deals with actors' 
portraits. In Proust's novel In Search of Lost Time (Proust [ 19131 1981), 
19 
the young protagonist, Marcel, is obsessed with the theatre, and in 
particular with the great actress Berma (a thinly disguised Sarah 
Bernhardt). 6 However, for some time, Marcel's relationship to the object 
of his obsession is predicated on seeing playbills, rather on the experience 
of seeing (or, to use the contemporary term, hearing) Berma perform. 
Indeed, young Marcel is forbidden (first by his parents, and then by his 
doctor) from going to the theatre, and his desire remains 
unconsummated - or 'Platonic' - for some time. But when Marcel finally 
does see Berma perform, he is disappointed at the experience (Proust 
[1913] 1981,480-85). ' Significantly, for Marcel, attending a show 
seems to pale in comparison with the experience of looking at a 
photograph of the actress; he purchases one such photograph in the 
aftermath of the visit to the theatre, and gazes at it, even, that evening, 
relighting his candle "to look at her face once more" (527). This is in fact 
prefigured in the story, where a younger Marcel imagines watching a play 
in distinctly photographic terms: 
I almost believed that each of the spectators looked, 
as if through a stereoscope, at a scene that existed 
for him alone, though similar to the thousand other 
scenes presented to the rest of the audience 
individually (79). 
Indeed, even as he watches Berma perform onstage (and by which point 
his initial pleasure has ceased), a troubled Marcel seeks "to arrest, to 
immobilise" the artist before him (484), and is frustrated when, as Berma 
6 This is widely considered to be the case; the novel (perhaps as a diversionary 
measure) has Marcel ranking Berma second after Bernhardt in a list of great actresses 
(Proust 1981,80). 
Nicholas Ridout gives a detailed analysis, albeit with a different emphasis to that of 
the present study, of Marcel's disappointment at seeing Berma perform Phedre 
(Ridout 2006,1-5). 
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holds a pose, "motionless for a moment", the stillness is broken by 
applause and "the tableau that [Marcel] should have liked to study" is no 
more. 
This sequence of events, a passage from enchantment to 
disappointment and back again, albeit drawn from fiction, is important to 
a study of theatre photography, and might help to unseat traditional 
conceptions of photography and theatre. For Marcel and, I would argue, 
many theatre amateurs (and not least scholars), the theatre performance 
itself does not necessarily enjoy primacy, and the photograph (which is - 
in the case of Marcel - is undoubtedly a studio portrait) is not necessarily 
its inferior copy. The photograph is not secondary, but in fact might offer 
advantages over the live performance, as a technique of observation! The 
Proustian insight into the use of photographs, with its emphasis on 
beholding and on holding, is an important signpost if we are to examine 
theatre photography in terms beyond conceptual conjecture. Rather than 
treating the photograph as a fetish object (or perhaps rather than treating 
fetishization of the photograph as secondary to fetishization of the 'live'), I 
propose that we take seriously both the photograph as a scene of 
spectatorship and Marcel's preference for it; " these are starting points for 
considering theatre photography outside of simple paradigms of 
documentation. 
8 Here I refer to Jonathon Crary's work, and in particular to his Techniques of the 
Observer (1990), which is a study of the ways of looking that emerged in the 
nineteenth century. 
9 It is worth stating that Marcel's perspective on theatre does change as the novel 
progresses, with the experience of that first visit to the theatre improving 
retrospectively. 
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Theatre, Photography, and the Double 
Theatre and photography are both haunted by the figure of the 
double. Notions of theatre as a site of imitation and mimesis long predate 
Artaud's thoughts on the theatre and its double: the notion of theatre as a 
reflection of the world is very persistent and long-standing, finding one of 
many expressions in Hamlet's address to the players. And the doubling is 
itself double, since theatre is that which happens again: specifically 
referring to Hamlet, Freddie Rokem asks "[w]hat does it mean to present 
these events again on the stage? " (Rokem 2000, xi), drawing attention to 
the repetitive doubling of theatrical representation. Likewise, 
photography has been understood, conceptualised and practiced as a 
method of doubling, as a "mirror with a memory", in the words of Oliver 
Wendell Holmes's early text on the photographic stereograph (Holmes 
[1859] 1980,74), and as a surface that, like the glass from which some 
early photographs were constituted, can be at once reflective and 
transparent. Theatre is, it is supposed, a reflection, and also gives a series 
of reflections, one performance to the next; photography's power of 
creating semblances of things in the world is reinforced by the capacity of 
its images to themselves be reproduced, potentially infinitely. Thus a 
study of theatre photography ostensibly takes place where doubles meet. 
And yet, it is worth challenging these perceptions, and considering how 
these notions of the double operate. The received ideas of the double that 
I have outlined are undoubtedly compelling, but are readily undermined, 
both in terms of alternative interpretations of the procedure defined as 
doubling, but also in terms of the very idea of a double. To conceptualise 
theatre as a reflection can be problematic, not least because it might 
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suppose what takes place onstage to be strictly imitative, an image of 
something else. And yet what it might be an image of is in fact unclear: 
Specifically in the theatre there are no images, there 
are only sensory combinations whose perception, 
provided it is precisely sustained, clarifies the 
instantn1° (Badiou 1990,114, original emphasis). 
For Badiou, we cannot speak of images in the theatre: the theatre stage is 
not imitative; effectively the character onstage exists when staged, when 
onstage. Indeed, Badiou claims that the textual character is only latent. 
Badiou insists that theatrical representation is produced by way of a 
perception, of a "rencontre" (1990,114) an encounter with the 
spectator. 
It is in this meeting that the figure of the double does however 
return. Not as image, but as repetition. It is this effect of doubling that 
Marvin Carlson (2001) has termed 'ghosting', which corresponds to a 
metaphysics of presence that can tolerate the possibility that presence will 
not be present. Carlson's haunting concerns return and repetition, and 
what returns, or repeats, for Carlson is commensurate with theatre's 
ontic state of representation, whereby what is repeated is repeated when 
(or even on the condition that) it is not exactly the same thing that 
returns. Such a return relies upon spectatorship, on the memory of the 
spectator, as a condition for theatrical appearance; what returns is a 
compound absent present that summons Derrida's notion of hauntology 
(Derrida 1994,10), which is not identical, precisely because it is 
repetition. Carlson, quoting Hamlet and pace Derrida, states that 
10 'Justement au theatre; ii n'y a pas d'images, il n'y a que des combinaisons sensibles dont la perception, si elle est soutenue avec exactitude, eclaircit ! 'instant'. 
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That evocative phrase something like not only 
admits the inevitable slippage in all repetition but at 
the same time acknowledges the congruence that 
still haunts the new performance, the congruence 
upon which Hamlet, rightly, relies to 'catch the 
conscience of the king' through the embodied 
memory of theatre (2001,4). 
Thus the double of theatre is specifically contingent upon the doubling it 
performs as it takes place, night after night with the audience. 
Notions of photography's doubling cannot be taken for granted, 
either. The photograph as a mirror is persistently propagated in the 
notion of photography as documentation, which is recurrent in theories 
about photography, but also summoned every time that we say that a 
photograph is "of" something. For Vilem Flusser (2000), the 
photograph's apparent objectivity is what distinguishes it from earlier 
(non-technical) forms of image: the photograph itself escapes being seen, 
and - by way of its manoeuvres, substitutes a view on the world; 
photographs appear to be "windows" (15), seemingly apt to be viewed 
without decoding, recalling Barthes' famous description of photography 
as a "message without a code" ([1961] 1977,17). For Flusser, this is 
born of necessity: human beings require images in order to make the 
world accessible and understandable (Flusser 2000,9), but this is 
problematic, since, no sooner are images used but they obscure the world 
that they were supposed to elucidate: they cease to be "maps" and become 
"screens" (9), intervening, interposing themselves, and ultimately 
separating human beings from the world. Flusser suggests that attempts 
to analyse photographs are caught in this trap, since the critic sees the 
photograph as a way of looking at the world (15), and makes this the 
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vantage point for any analysis, effectively looking through the 
photograph. 
Andre Rouille's 2005 book La Photographie is in part an attempt 
to redress what the author sees as critical homogeneity, a "monoculture 
of the sign" (Rouille 2005,14), " whereby the notion of the photograph as 
a trace, or imprint, forces critical engagement with photography to be 
overly abstract, ignoring the specific photograph, or the specific 
photographic practice, in favour of an essentialist conception of "1a 
photographie". The semiological conception, described by Rouille, and to 
which photography seems to lend itself, overstates the relationship 
between the signified (the object photographed) and the signifier (the 
photograph), perhaps at a cost to the relationship between photograph 
and viewer, and fails to recognise the particularity of reception. 
Challenging the photograph-as-imprint, and critical insistence on 
photography's emptiness as a sign, Rouille suggests that: the photograph 
is not a document in itself (not more than any other image in any case), it 
is merely doted with a documentary value that varies according to the 
circumstances" (16-17)12. And, in a study that distinguishes the 
photograph-document, from the photograph-expression, he states that 
such modes are not different in nature, but in degree (18). 13 
But Rouille is also aware of other, "invisible" (17), images, which 
likewise operate at the scene of viewing, and - although his critique 
targets Barthes' writings on photography - the author seems to draw on 
"monoculture de l'indice" 
`la photographie nest pas en soi un document (pas plus que toute autre image 
d'ailleurs), eile est seulement dotee d'une valeur documentaire variable selon les 
circonstances" 
""la difference entre le document et l'expression nest pas de nature mais de degre" 
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Barthesian notions of the text as inherently quotational, as posited in 'The 
Death of the Author' whereby words are expressed via "a ready-formed 
dictionary, its words only explainable through other words" (Barthes 
[1968] 1977,146); Rouille suggests how photographic processes that 
might resonate with Carlson's ghosting. 
Photography and the Live 
But the double cannot be sent away with any ease, nor perhaps 
should it be. In common with previous works on theatre and on 
photography, the present thesis is haunted by the figure of the double: the 
live and the dead; the original and the copy; the spontaneous and the 
staged; the frame and the stage; the moving and the still; the present and 
the absent. The question of 'the live', or of live-ness, cannot be dissociated 
from the notion of the document. In the light of an increased use of 
theatre and performance photography as an accompaniment to critical 
writing about theatre and performance, as well as at a time when, 
perhaps as a result of technological shifts, artists as well as scholars are 
engaging with the phenomenon of the archive, 'documentation' has 
become a powerful currency. Talk of the 'documentation' of performance 
has become customary in scholarly work as well as artistic practice, and 
photography has a central place in all of this. Given the photograph's 
compatibility with text, it should come as no surprise that scholarship has 
made more extensive use of photographs than of other forms of 
'performance documentation' (which can be attributed to the increasing 
ease with which photographs can be incorporated into written works, and 
to the increased availability of images), and there is no doubt that the uses 
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of photography in this field are attached to the notion of documentary as 
critiqued by Rouille. 
Technological shifts have impacted upon photography in the last 
two decades, and although the critical study of photography is a relatively 
recent phenomenon, there is a sense that recent changes - in particular 
with regard to the way that photographs are produced and circulated and 
other implications of digital technology - might constitute a cause for 
reconsideration of photography's ontological status. In spite of these 
changes (and digital photography adds fuel to suspicions about 
photography's dubious nature as documentation), however, the idea of 
documentation is alive and well. 
In part no doubt as a result of these same changes, increasingly 
scholarly, as well as artistic, works have been concerned with a 
reconsideration of the specificity of live performance. This thesis emerges 
in a particular critical situation, where scholarship in theatre, and even 
more so in performance studies, has emphasised the live aspect of 
performance, with necessary recourse to notions that performance is 
predicated on its fleeting, 'missable', and disappearing nature. This stands 
in opposition - in the discourse - to photography, which is called upon to 
represent fixity, stillness and permanence. Rebecca Schneider, writing 
about common understandings of photography and performance (and 
seeking alternatives to these) has expressed it thus: "[w]e commonly 
parse the mediums (performance is not photography; photography is not 
performance) in line with notions of the 'live" (Schneider 2005,61). 
Schneider suggests in her essay that the opposition of photography and 
live performance deserves to be challenged and - in terms of stillness and 
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movement - posits the 'interanimation' of the still and the moving as a 
means for recognising, or spotting, the ways in which performance is 
photographically still and the photographic still moves. Indeed, since the 
title of this thesis refers to 'theatre and performance photography' it is 
worth considering how 'theatre' might be a point of contact between 
'performance' and 'photography'; this is a point that will return. 
Performance Studies has been particularly concerned with this 
notion of 'the live', as a relatively new discipline strives to define both its 
own particularity and that of the work that is its object of study. The most 
well-known, and oft-quoted, definition of performance as ephemeral is 
outlined in Peggy Phelan's chapter 'The Ontology of Performance', which 
explicitly deals with the question of the recording of live performance. In 
this essay, the author famously states that "performance's only life is in 
the present" (Phelan 1993,146), and insists that attempts to record 
performance manifestly fail to do so, since performance is strictly that 
which evades capture. When a performance is the object of a recording 
process, what results is not a performance. Instead, what is recorded is 
simply a recording, lacking precisely that which constitutes performance. 
Documents are subtle, however, and might come to pass for the 
performance they document, something that Phelan considers 
problematic. As other critics have observed, the problem is that 
recordings might "stand in" for live performance (PARIP n. d. ). 
While the piece has often been read as being against media like 
photography, this idea must be counterbalanced with reference to the fact 
that the essay appears in a book containing a number of accounts of 
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photography as performance. 14 Phelan's concern about documentation is 
explicitly to do with documents' effects on live performance, which are 
political and economic: Phelan suggests that the performance is degraded 
and lessened by any move towards "the economy of reproduction" (146). 
Phelan's account of performance documentation posits it as opposed and 
damaging to fugitive live performance. 
Philip Auslander (1999,39-40), however, has suggested that this 
fugitive nature is precisely constituted in relation to recording. Thus the 
parsing that Schneider (2005) describes between live performance and 
photography is a rapport of supplementarity: whereby categories 
constitute themselves mutually. Auslander's insight is that - to simplify an 
elaborate argument - the live is a category of recording (or, exists under 
the critical authority of that which is not live), emerging as a notion and 
taking meaning in contra distinction to non-live technical media. As 
Auslander observes, in specific response to some of Phelan's arguments in 
'The Ontology of Performance', such media are taken by those involved in 
performance art/studies to be an enemy, an "insidious other, with which 
[live performance] is locked in a life-and-death struggle" (Auslander 
1999,42). Auslander's description, if we can take on board the play on 
life and live, is also about a struggle between live and dead forms. The 
author evokes a scenario worthy of a horror film, where - for those 
Auslander is criticising - live performance represents the last vestiges of 
life, the last remaining living beings fight for their lives against hordes of 
1' Rather than of it; indeed, the paragraph immediately following the oft-quoted 
passage is concerned with an art project by Sophie Calle, and Phelan later discusses 
Barthes' Camera Lucida in the same chapter. It would be absurd to suggest that Phelan 
is anti- photography, or indeed that she fails to see the possibility of a photograph's 
performing. What I am highlighting is that, for Phelan, the photograph of a 
performance can only be both parasitic and, indeed, unsuccessful. 
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the not live, the undead. " It is my contention that the notion of 
performance as live - as Auslander suggests - is contingent on recording, 
but is also at odds with much of how (much of) performance operates, 
which is by way of procedures that equate to recording and repetition. 
Although Auslander's specific argument is to do with the relative 
positions of live performance and - Auslander uses the Baudrillardian 
term - 'mediatized' performance, the points are entirely relevant to a 
discussion of performance documentation. Documentation can be seen, 
in the scenario that I have evoked pace Auslander, as the recruitment of 
recording by the live, the compromise or appropriation whereby the live 
draws on the very media that terrorise it in order to guard its trace 
(memory, archive) or to give access to an economy (promotion, funding) 
in which it is disadvantaged and underrepresented. 
The vitalist conception of performance in opposition to the media 
gives a perhaps narrow and ahistorical understanding of the relationship 
between performance and technology. If the central project of Liveness is 
"treating live and mediatized performance as parallel forms that 
participate in the same cultural economy" (Auslander 1999,5), then this 
thesis is sympathetic to that this in considering the possibility that theatre 
and photography might have more in common than the relationship 
implicit in the notion of 'documentation': in extrapolating from the 
complexity of photographic and theatrical representation as outlined in 
this introduction, I hope to unseat the opposition of live and recorded, 
is Of course, as Auslander Identifies, live performance Is - in many contexts - subject 
to economic pressure distinct from that of mediatized forms, and live performance 
frequently opposed to and in combat with mediatized forms. My point concerns the 
way in which the opposition is mobilised to make an ontological distinction that, I 
suspect to be a disservice to both performance and recording. 
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which map onto an opposition of living and dead. The implication of this 
parallel conception is that photography ceases to be tasked with 
upholding the category of recording, and therefore can be considered 
beyond notions of its secondary or parasitic relationship to theatre. 
Theatre can also be considered outside its ephemerality and fleetingness. 
This would mean supplanting the battleground that Auslander evokes: in 
the place of the struggle between live and the mediatized, another 
scenario must emerge, another figure: not the live, but rather in that 
which is neither live nor dead, and which might be called (rather than 
'undead', which suggests the reanimation of a dead body), the 'unlive' 
(which is that which was never live, but is nonetheless not dead). 
This removes photography from its relegated position as recorder 
of theatre, and - by turn - gives a study of theatre photography the 
possibility of being about more than theatre as made up of possible 
photographic subjects. The most immediate consequence of this is 
concerned with the still image, and it is possible to imagine that theatre 
photography might participate in a history of theatre images; in 
discussions that posit theatre as live/moving and photographs as 
recorded/still, an entire part of the fabric of theatre is ignored: theatre is 
made up of a number of stillnesses. The question is not, to paraphrase 
Diderot, whether theatre is a photograph, but rather what the 
photograph is to theatre. Indeed, as I show in looking at the work of 
Benjamin in chapter 1 (see 45-50), there are ways in which stillness and 
movement in theatre are inverted, and the still is what moves. Rebecca 
Schneider (2005) has suggested a link in this regard between 
photographs and the tableau vivant, and there are a variety of other 
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theatre stills that we might find, recall, or spot in theatre. Some 
opportunities to do this occur each of the chapters of this thesis. 
Introduction to the Chapters 
The first part of chapter One will consider rather well known 
works on photography. The perspectives of these critics are not only 
intended to give a general overview of theories on photography, or to set 
up a critical framework that can be applied to theatre photography (as a 
sub-category of photography), but also are evoked because they share a 
concern with theatre. I draw attention to the fact that the critics I cite use 
theatre to elucidate photography. And, in order to avoid the pitfall of 
imagining any reference to 'theatre' in photography as relevant to the 
concerns of this thesis, I also parenthetically examine works on 
photography that employ the term 'theatre' and the 'theatrical' in 
metaphoric - and sometimes simplistic - ways. This brief examination of 
crossovers between 'theatre' and 'photography' forms the preamble to an 
analysis of writings that tackle the question of theatre photography: a 
divergent and heterogeneous body of literature that forms the 
background to the thesis. Although, as a number of the writers whose 
work I examine suggest, theatre photography is rather underdeveloped in 
terms of criticism, I have nonetheless identified a substantial number of 
works from the past 70 or so years that specifically deal with theatre and 
performance photography. My aim in assembling and critiquing this 
work is not to suggest a uniformity of understanding and approach, but 
conversely to embrace the variety of forms and to remain sensitive to the 
contexts in which a treatment of theatre photography takes place. That 
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said, there are striking resonances between such diverse contributions, 
and I highlight these, and their significance to my argument. 
An enterprise such as this is necessarily historically specific, and is 
limited: in focusing upon photography and theatre from the second half 
of the twentieth century, I am aware (in particular with regard to shifts in 
technology) that the practices and paradigms upon which I concentrate 
might well belong to a time that has passed. Although my work concerns 
living photographers (with the exception of Weill, who died in 2001), 
situations have shifted: Josef Koudelka no longer does theatre 
photography; although Martine Franck continues to work with the 
Theatre du Soleil, she has recently started using a digital camera, the 
impact of which change remains to be seen; Sophie Moscoso is no longer 
Ariane Mnouchkine's assistant, and her photographic work has been to 
some extent replaced by video recording and digital photography; and 
Dona Ann McAdams' contract at Performance Space 122 in New York 
City was not renewed in 2006, after a quarter of a century of work at the 
venue. All of this might mean that the analysis and exploration that 
makes up this thesis may be ill equipped to comprehend current and 
future practice. 
I suspect, however, that this may in fact not be entirely the case, 
for two reasons. Firstly, I am not proposing any single theory, approach 
or paradigm for the heterogeneous field of theatre photography; rather I 
hope that the work of this thesis will - through a focus on specific theatre 
photographies - instead enlist the use of appropriate approaches for the 
analysis of each specific case. Secondly, I suspect that my work might 
engage with the current state of play in important ways, with implications 
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wider than the limited scope of the thesis. It seems necessary to consider 
how a discussion of theatre and photography might offer insights beyond 
media-specificity, and without seeing practices as entirely contingent upon 
particular cultural conditions, places or people. It is my contention that a 
study of photography's stillness, and an embrace of the nuanced 
relationship between performance and the photographic image, with 
notions of the still, of citation, of intermediality, and of hauntology, which 
form the basis of my analyses, might well be entirely apt to contribute to 
knowledge and understandings in a broader field. There is, moreover, 
much to suggest that the photographic still, rather than being supplanted 
or undermined by new technology, might in fact rather be returning to the 
surface, rendered increasingly important as an area of focus due to 
emerging modalities of viewing. Moreover, where documentation has 
been increasingly foregrounded by artists and scholars, it is a necessity to 
consider how images function, and to be open to the possibility that 
photographs of performance are more than documents of something that 
happened in particular place, at a particular time. If much of the use of 
theatre photography assumes a relationship whereby photography 
records, or copies, theatre (or indeed posits a lack of relationship, 
whereby photographs are unable to capture theatre beyond the level of 
creating crude but objective representations), I propose an alternative 
approach, whereby an emphasis is placed on how the use (in which I 
include the viewing) of photographs might shape or inform what is 
photographed, and where the possibility that theatre photography 
participates in theatre not as a surrogate, but as a partner in an iterative 
process. Rather than offering a theory of theatre photography, or 
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applying theoretical models to theatre photography as an object, I hope 
that this study is sensitive to how photography of theatre and 
performance might itself be a theoretical standpoint from which to 
examine theatre. 
If essentialism and generalisation are to be avoided in the study of 
photography, Rouille (2005) suggests that the project proper to any 
analysis of photography should involve an awareness of specific practices. 
Such a conception emphasises the fact that photographs are produced, 
circulated and viewed in particular ways, and can be best analysed in this 
specificity. For this reason, my thesis avoids the establishment of a 
general theory of theatre photography, and instead considers ways in 
which theatre and photography theorise each other, despite not being 
discrete entities. Such an approach insists upon a reversible axiom: 
theatre shapes how photography is seen and done; photography shapes 
how theatre is seen and done. The case studies embrace a methodology 
that does not treat photography as an abstract notion, but rather insists 
upon photographs as viewed, and underline how the viewing of 
photographs cannot be understood in hypostatic terms, but must consider 
the context in which the viewing (including, indeed, that of the 
photographer) takes place. 
Each of the photographers upon whom I focus worked with the 
theatre practitioners for a sustained period, sometimes intermittently, 
sometimes continuously. " Such a situation is the exception rather than 
the rule in theatre photography, and the extended relationship between 
photographer and company or artist is invaluable in my research, since it 
16 One could of course argue that, within a somewhat marginal form such as theatre 
photography, all examples are unusual. 
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permits an observation of work that evolves, responds to changes, and 
also asserts itself in different ways; it also embraces the ways in which 
photography impacts upon what is photographed. A number of 
connections can be made between the subjects of my studies: several of 
the practitioners are linked by frequentation or direct or indirect lineage, 
and there are also links between the photographers. I hope, however, to 
treat each study separately, since, in the terms of this thesis, there might 
be little gained in applying a technique or theory to multiple experiences. 
I have deliberately chosen examples where the 
interconnectedness of photographs and theatre performance is 
coextensive with a professional and/or personal relationship between the 
photographer and the artist. Although I seek to challenge notions of the 
photographic document, much of the photography I examine might 
readily be considered documentary in its scope and aims (particularly as 
opposed to the uses of photography in marketing and promotion)"; that 
notion is challenged in every one of the studies, and I have, I suspect, been 
attracted to particular bodies of work precisely because the relationship 
between the photograph and the photographed strikes me as unclear, 
contradictory, or as having possible affinities with particular theatre work, 
and where I see a bilateral functioning in the photographic document'. 
Traditionally, the analysis of photographs has tended to favour 
two possible approaches to the photograph: a formal examination of the 
image, without recourse to, or speculation on, the context in which it was 
made (or indeed viewed), and on the other hand, a reading that is entirely 
17 These questions are distinct from those that arise in the work I consider. See 
Matthew Reason's (2006) monograph (in particular chapter 8 'Photography, Publicity 
and Representation') on this subject. 
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contingent on context, and that might avoid considering the photograph, 
focusing rather on the world that produced it. I propose here to take 
both of these conceptions into account, but to attempt to avoid the 
limitations of both approaches. In line with Ulrich Baer's study of the 
photography of trauma (Baer 2002), I hope to employ a method that 
does not treat the photograph as an access point to a referent, nor to treat 
it strictly as an object in its own right, but to contend with both the past as 
it is present in the photograph, and with the presence of the photograph; 
the analysis of the photographs in my case studies must take into account 
how the photograph functions as a nuanced presence of the past. 
In the second chapter, I will examine the mime photography of 
Etienne Bertrand Weill. I will consider how photography participates in a 
reflection on stillness and movement, bringing these notions to the fore. 
This example demonstrates a conflation of a photographic and a 
performance paradigm, wherein it becomes difficult to separate the two, 
and where photography is not so much recording performance as 
structuring it. I will examine how this deviates from the customary task 
of the photographer, and how the photographing of mime brings 
photography into contact with its technical functioning, and reveals mime 
as possessing of a photographic logic. 
Chapter 3 focuses on the work of Josef Koudelka, whose theatre 
photography oeuvre is limited to 1960s Prague. The images echo this in 
their ghostly aspect, and stage disappearance by way of an abrasive 
insistence on the photographic surface. I examine the significance of the 
photography of ephemeral performance in a disappeared era and place, 
and consider the hauntology of the images. 
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The following chapter concerns another Magnum Photo agency 
photographer, who, like Koudelka is known for work outside the theatre. 
Martine Franck's corpus is considered from this perspective, and I 
attempt to reconcile Franck's extensive work with her friend Ariane 
Mnouchkine alongside her work as a 'street' photographer. I examine 
how these aspects of Franck's work interact. 
Sophie Moscoso, although not a professional photographer, 
produced a large number of images at the same theatre, with a utilitarian 
purpose. Moscoso's work, which forms the focus of chapter 4, offers an 
opportunity to consider a functional photographic practice alongside 
accounts of a company's work. The notion of intermediality is useful in 
considering how photography - at least photography of this kind - might 
impact upon what it (supposedly) documents for the record. This work 
is, if not unique, a rare example of photographs as 'integral' 
documentation. 
The final chapter offers an opportunity to confront the notion of 
performance documentation, a notion whose critical authority is strong 
over this research. As the photographer of a range of New York 
performance artists, Dona Ann McAdams was implicated in incidents 
whereby the live performance's claims of subversive power was tested by 
the existence of a photographic record. Although a number of 
photographers of performance art might address the question of the live 
versus the recorded, the fact that McAdams' work seemingly obtained the 
status of legal evidence makes it particularly apt to be studied in these 
terms. 
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My conclusion considers the wider implications of this work, and, 
in the light of motifs in theatre and performance photography, speculates 
on how my findings might inform further research. This is followed by a 
list of references. 
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CHAPTER 1 
Theatre and Performance Photography: Seeking 
a Vantage Point 
Photography on Theatre 
This study examines the encounter between theatre and 
photography, and which seeks to explore the ways in which theatre and 
photography operate upon one another. This chapter is concerned with 
situating the present thesis in relation to previous scholarship, and a 
certain rationale is required in doing this. I propose to separate this 
chapter into two main parts: the first is an examination of theories of 
photography; the second is an examination of writings specifically on 
theatre and performance photography. 
In undertaking an examination of theories of photography, my 
primary intention is not to suggest that such theories are stable and that 
photography per se has been sufficiently studied as to offer insights when 
examining theatre photographs (although, of course, theatre photographs 
are photographs). Nor do I wish to suggest that the - often superficial - 
comparisons that can be made between theatre and photography mean 
that what is true for one is true for the other. Rather, I hope to show that 
theatre is already present in a number of important theorisations of 
photography and, as such, I have selected quotations where the author 
uses theatre to write about photography. But it is worth considering how 
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theatre makes its appearance in such accounts. I suggest that there are 
two ways: on the one hand, the word 'theatre' (or 'theatricality') might be 
used in ways that are metaphorical; on the other, there are accounts that 
suggest theatre's participation in photographic discourse. While I believe 
that these are separable, there is no doubt that they are not always easily 
distinguished. In the first part of this chapter, I hope to draw briefly on 
examples of the former, and at more length on examples of the latter. As 
I hope to demonstrate, the metaphorical recruitment of theatre or of the 
notion of theatricality is often at odds with any understanding of, or any 
acknowledgment of, theatre. Part of this involves an ontological 
manoeuvre: as I have shown, performance studies draws on recording at 
the moment that it seeks to state the specificity of 'live' performance (see 
27-30) (it is invoked in contra distinction to recording) and I hope to 
show in the first part of this chapter that photography criticism perhaps 
undertakes something rather similar, defining itself in terms of both a 
relationship to something live and, indeed, in terms of theatricality. This, 
however, does not fully explain the presence of theatre, and I explore the 
examples with this in mind. 
Photography and Theatricality 
In the first instance, however, I wish to address a danger that is 
pressing in a thesis of this kind, that that we might interpret any and every 
use of the words 'theatre' or 'theatricality' as qualifying a text for 
consideration. In many cases, as I hope I to demonstrate, the words are 
used in a distinctly metaphorical way. Such a usage depends upon a 
definition of 'theatricality' that is in line with the definitions offered by the 
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dictionary, but which is at odds with understandings that have emerged 
since critics began investigating the nature of the theatrical, and indeed 
with experiences of theatre. While I consider that my examples offer a 
different contribution to that offered by the works I discuss in the second 
section of this chapter, I wish to consider the residual effects of these 
usages, since it is my suspicion that there may be something that can be 
brought to bear on the object of this thesis. Specifically, I wish to draw on 
a few recent books that employ the terminology of the theatre without 
talking about theatre (or about theatre photography). A scholar searching 
with keywords theatre and photography might well encounter a number 
of such works. 
A recent book of photographs, with accompanying essays, entitled 
Acting the Part: Photography as Theatre (Pauli 2006), claims (on the 
book's dust jacket) to explore 'staged' photographs, and "the use of 
theatrical props, costumes, and lighting", and makes abundant references 
to 'theatrical' and 'dramatic' photography. And yet, the book contains 
precious few theatre photographs and is silent (in terms of the 
accompanying captions and essays) on the subject of theatre photography. 
The first essay in the book, written by the editor, describes the photograph 
in familiar terms as a "virtual stage" (Pauli 2006,20), but there is no 
discussion of the theatre stage itself, of the photographing of stage 
productions or stage actors. Considering the wealth of images in the 
book, and the breadth of research in its essays, it seems likely that the 
near- absence of theatre photographs is an editorial choice rather than an 
accident. The only exception is one image of actress Lillian Gish posed as 
Ophelia, a staged photograph from 1936, which is presumably linked to 
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Gish's role as Ophelia in Guthrie McClintic's production of Hamlet 
(starring John Gielgud), staged in the same year. In terms of the text of 
the book, theatre photography is only mentioned tangentially: the 
introduction mentions that live theatre and the contemporary stage 
practice of tableau vivant were "major formal influences on staged 
photography in the Victorian period" (16), but does not go further. 
Moreover, it does not mention that many of these 'staged' pictures were 
of stage actors, wearing their own (although not always, see 16) 
costumes, holding gestures that would come from stage performances 
(and indeed might feed into them) and or that - in the last decade or so of 
the nineteenth century - such images might conceivably have been taken 
on a theatre stage. 
Another book, from the following year, The Theatre of the Face: 
Portrait Photography Since 1900 (Kozloff 2007) is even more clearly 
using 'theatre' as a metaphor, describing photographs as having 
"dramaturgy" (8), as "tableaux vivants" (19), and as possessing 
"theatricality" (24). 18 Theatre photography is also absent here. The book 
does contain a few portraits of actors (writing about image and celebrity: 
Gloria Swanson and Eleanora Duse), but no commentary whatsoever 
about theatre and photography's material intersections. This occurs 
despite the author's linking Claude Cahun's work to "avant-garde 
theatre" (97), and comparing such performances in photographs to "the 
theatre of Pirandello or Brecht" (99): the photographic subjects (and 
Kozloff seems particularly interested in self-portraiture here) "rebel 
18 Kozloff has also written about Josef Koudelka in these terms, which I will discuss in 
my chapter dealing with that photographer, (see 170) 
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against the dramatic convention of the stage, yet still take refuge within 
the artifice of the play" (99). 
A scholar might, equally, seek reflections on theatre and 
performance photography in works that deal with the relation of 'the 
image' to theatre. La scene et les images (Picon-Vallin 2001), however, 
despite its emphasis on the 'theatre-image' and the 'theatre d'images', 
seldom mentions theatre photography and its 193 images (the vast 
majority of which are stage images) are not discussed or problematised 
qua images of performance. 19 
On Photography and Theatre 
The brief examples above demonstrate the lack of attention that is 
generally bestowed on theatre photography, and also, I suspect, by way of 
omission, point at the historical and conceptual difficulty of theatre 
photography. This section focuses on critics writing about photography, 
who are all considered to be major and - despite the fifty years that 
separate the earliest of these from the latest - pioneering writers on the 
subject. Although they are not writing about theatre (although in some 
cases the authors do elsewhere), or, indeed, about theatre photography 
(although one of the authors, Barthes, does elsewhere), I wish to draw 
attention to the ways in which these critics reference theatre in these well- 
known photographic texts. This is quite distinct from the metaphorical 
recruitment of 'theatre' and 'theatricality' that I have outlined above, and 
the presence of theatre in the photographic located by these critics is of 
"An exception is a mention, in the editor's introduction, of Meyerhold's theatre 
photographs, and their influence on Langhoff (n. pag. ). 
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great significance for the work of this thesis. The first critic I wish to 
examine is Walter Benjamin, and with particular emphasis on his essay on 
mechanical reproducibility (see also 235). The other critics are Susan 
Sontag, John Berger, and Roland Barthes, and, following my analysis of 
Benjamin, I pay particular attention to books published in the late 1970s 
and early 1980s, at the beginning of what one might consider the current 
critical climate of photography 2° Barthes himself, in an interview 
conducted after the publication of his 1980 book (and one of his last 
interviews), admits the existence of "a sort of 'theoretical boom' on 
photography" (Barthes [1980] 1993,1235); 21 this follows the 
interviewer's mention of three works published on the subject in the 
previous years: by Barthes ([1980] 1984), by Sontag (1977) and also by 
Michel Tournier (1979). Barthes ([1980] 1993) says that such writers, 
who he states are "not technicians, historians, or aestheticians", are 
showing their own interest in photography, and are in fact catching up, 
late, with a phenomenon that - given its position in society - merits the 
same attention as the cinema or painting have had (1235). 22 
20 I suggest that this is the case since, although many critics have written about 
photography, in ways quite distinct from those of these writers, works on photography 
in the three decades since this 'boom' remain under the critical authority of these 
works. For example, Rouille (2005) is consciously revising the theories of Barthes; 
Flusser (2000) attempts to break with established critical traditions (for example, his 
Towards a Philosophy of Photography contains no references to any other writings on 
the subject). 
21 'une espece de 'boom theorique' sur la photographie". 
22 It is worth noting, (see 80-85), that Barthes had in fact written at some length 
about photography two decades before his monograph. It seems, however, that here 
he is referring to the 'boom' in books in general circulation. The 'boom' that Barthes 
describes might also include Rosalind Krauss's Tracing Nadar ([1978] 1996), which 
originally appeared in the journal October, and John Berger's About Looking (in 
particular the essay 'Uses of Photography', which is written as a response to Sontag's 
book) (Berger 1980). Both of these share a concern for theatre with the works I have 
mentioned: Krauss's article explores the notion of photography as indexical by way of 
a discussion of Nadar's photographs of the mime Debureau (see 163-64); Berger 
discusses photography by way of a Brecht poem about acting (61) (see 54-55). 
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Walter Benjamin: 
To photograph a painting is one kind of reproduction, 
but to photograph an action performed in a film studio 
is another. In the first case, what is reproduced is a 
work of art, while the act of producing it is not. The 
cameraman's performance with the lens no more 
creates an artwork than a conductor's with the baton; 
at most, it creates an artistic performance. This is unlike 
the process in a film studio. Here, what is reproduced is 
not an artwork, and the act of reproducing it is no 
much such a work than in the first case. The work of 
art is produced only by means of montage. And each 
individual component of this montage is a reproduction 
of a process which neither is an artwork in itself nor 
gives rise to one through photography. What, then, are 
these processes reproduced in film, since they are 
certainly not works of art? (Benjamin [1936] 2002,110) 
Indeed, nothing contrasts more starkly with a work of 
art completely subject to (or, like film, founded in) 
technological reproduction than a stage play (112). 
The above quotations are taken the second version of Walter 
Benjamin's essay on 'The Work of Art in the Age of Technological 
Reproducibility'. 23 Here, as elsewhere, Benjamin, writing about the shifts 
in the status and use of the work of art in the wake of technological 
reproducibility, seems to see photography and theatre as two poles, and 
these opposing forces articulate his reflection. Although Benjamin's focus 
in this essay is arguably cinema, the opposition is most clearly stated 
where he describes theatre's remit of the hic et nunc and photography, 
on the other hand, as the representative par excellence of technical 
2'There are three published English versions of this text, from 1935,1936, and 1939. 
Two of these are translated in the four-volume Selected Writings, and the title is 'The 
Work of Art in the Age of Its Technological Reproducibility'. However, the only 
English version of the text available for many years was in the collection Illuminations 
(Benjamin 1999), in which the essay is entitled 'The Work of Art in the Age of 
Mechanical Reproduction'; most critics and translators now agree that Benjamin's term 
"Reproduzierbarkeit" should translate to "reproducibility", and, certainly in the terms 
of the present thesis, the former title seems more appropriate, in that it encompasses 
the possibility of reproducibility as significant. 
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reproducibility. Despite his many writings on theatre, as well as his status 
as one of the earliest critics to write about photography, Benjamin - at 
least in his published works - never (to my knowledge at 
least) refers to 
theatre photography. This is perhaps surprising given that Benjamin 
wrote extensively on the theatre of Brecht, and may well have seen 
photographs of his work. 24 It is all the more striking in that Benjamin is 
the critic who first observed the photographic nature of Brecht's work. 
Benjamin contrasts photography with cinema the first of the 
above quotations, and the nature of this distinction is that while cinema is 
photographic, a film is not a technical reproduction. Although the film 
camera may photograph, it is not engaged in reproducing in the way that 
is a camera photographing a painting. Benjamin compares the cinema 
stage with that of the theatre, stating that the film set is a spectacle that 
results from the creation for the camera, and writes that the 'audience' of 
such a spectacle, unlike that of the theatre, cannot forget the foreign 
elements that occupy the scene. In the theatre, Benjamin goes on, there is 
necessarily a perspective from which the illusory aspect is all that is seen 
(Benjamin [1936] 2002,115; see 235). In the cinema, the only 
perspective offering this is that of the camera. Thus the camera is an 
organising principle for what is recorded, rather than a selective 
documenter of what is there. And what is there is not reproducible 
because it is not a work of art. 
24 Although Brecht did not theorise the use of modelbooks, the most significant of 
which were made for productions of Mother Courage (1941) and Antigone (1948), 
until after Benjamin's death in 1940, it is quite possible that Benjamin was aware of 
this project. John Willett (in Brecht [1949] 1964,212 n. 1) states that Ruth Berlau 
made the earliest modelbooks in Copenhagen for Andreassen's stagings of The Mother 
(1935) and Senora Carrar's Rifles (1937), using photographs taken of previous 
productions. This suggests both that Brecht's productions were photographed in a 
systematic manner before the systematic production of modelbooks, and that Brecht 
was developing the modelbook method when he and Benjamin were corresponding. 
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Theatre photography cannot be coextensive with either of these 
distinctions. While theatre is a work of art, we cannot -within the terms 
of Benjamin's argument - accept that a theatre photograph is a 
mechanical reproduction of a work of art since, as Benjamin has noted, 
theatre is opposed to such reproduction in its insistence on time and 
place, the here and now. Nor can one argue that theatre photography, 
like cinematography, creates a work of art by way of subjecting the 
contents of a set to the camera. The actor is not "performing for a piece 
of equipment" (Benjamin [1936] 2002,112), or at least the performance 
is not exclusive to it. Conceptually, if not always literally, the subject of 
theatre photography is doing a double performance, or is perhaps subject 
to a parallax effect. 
In attempting to define the notion of aura (which is specifically 
that which is undermined by reproducibility), Benjamin describes how a 
reproduction must essentially differ from the work of art: "[i]n even the 
most perfect reproduction, one thing is lacking: the here and now of the 
work of art - its unique existence in a particular place" (Benjamin [1936] 
2002,103); the aura is a "strange tissue of space and time: the unique 
apparition of a distance, however near it may be" (104-5) The aura, then, 
might constitute a somewhat paradoxical problem for a study of theatre 
photography: although, as I have shown, Benjamin posits theatre as being 
concerned with the hic et nunc the 'here and now' to which Benjamin is 
referring should be dissociated from the notions of ephemeral or live 
performance that - as I have shown - emerge against notions of 
recording. Benjamin's notion of theatre is procedurally related to 
mechanical reproducibility, as is shown in his analysis of Brechtian theatre. 
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For Benjamin, Brecht's work (at least the epic theatre upon which 
he focuses, although he suggests that the implications of his study are 
wider than this) is a theatre of gesture and, more specifically, a theatre 
where gestures are quoted and, more importantly (in a way that 
Benjamin links with pedagogy) 'quotable' (Benjamin [1939] 1998,19). 
Benjamin describes a textual procedure, whereby gestures become 
discreet and mobile, and defines this as a powerful specificity of this 
theatre: "'Making gestures quotable' is one of the essential achievements 
of epic theatre. The actor must be able to space his gestures as the 
compositor produces spaced type": this actor can thereby quote gestures 
they have made, but the gesture made by one actor can be taken up by 
another, to "reproduce the gestures" (Benjamin [1939] 1998,19). 
Benjamin foregrounds the technological aspect of the epic theatre, and 
posits this as part of the strategic method of 'interruptions' by which 
Brecht opposes the Aristotelian dramatic theatre (Benjamin [ 19391 1998, 
18). As in the essay on mechanical reproducibility, Benjamin emphasises 
film in this, but is particularly concerned with the photographic (film's 
photographic). 
Film, for Benjamin, is not divorced from the still image, and the 
still image is not posited as merely film's raw material, disappearing to 
give the impression of motion. Benjamin's filmic reference indicates 
discontinuity, and is linked to photography and the photographic still. As 
Pierre Missac has noted, Benjamin refers elsewhere to film's "choppy and 
discontinuous nature", specifically noting the "'chopped up movements"' 
in Charlie Chaplin's technique, and this observation insists upon the still 
frame from which a film strip is constituted (Missac 1995,99). In his 
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essay on the 'Work of Art in the Age of Mechanical Reproducibility', 
Benjamin differentiates mechanical reproducibility from previous modes 
of reproduction, and insists that there are two features of mechanical 
reproducibility that guarantee a loss of authority for the original: one the 
one hand, "in photography it [reproducibility] can bring out aspects of the 
original that are accessible only to the lens (which is adjustable and can 
easily change viewpoint) but not to the human eyes"; on the other hand, 
"technical reproduction can place the copy of the original in situations 
which the original itself cannot attain" (Benjamin [1936] 2002,103). 
Although Benjamin does not mention it, this analysis can be 
supplemented with accounts of Brecht's practices of theatre photography. 
Brecht, himself a photographer and collector of photographic images (see 
for example his diaries), was one of the first theatre directors to make 
systematic use of theatre photography in his work, and was probably the 
first to use photographs as part of a working process: he had prints made 
overnight (possibly installing a darkroom at the theatre), in order to 
better examine the progress of his stagings, and his work diary attests to 
his use of the photographs to pick out errors (Meyer-Plantureux, 1992, 
28; see 99,239). The utility of photographs, for Brecht, seems to 
correspond to Benjamin's characterisations of technical reproducibility: 
isolation and displacement. This proposition links the gestural aspect that 
Benjamin observes in Brecht's epic theatre with photography, and in both 
cases there is a procedure involving isolation and detail and a mode of 
displacement or circulation. The 'quotable' gesture circulates, and 
informs. 
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Samuel Weber (1996) contests the English translations of 
Benjamin in their use of the word 'quotable', and suggests that 'citable' is a 
more appropriate term. In writing about theatricality (and considering 
Benjamin's reflections on epic theatre as "a point of departure for 
reflections on the general situation of theatricality in the 20th century", 
Weber posits the citing of gestures and the citable gesture as being 
concerned with movement and setting-into-movement (he demonstrates 
the etymological basis of this by way of the verbs 'incite' and 'excite'). But 
Weber also insists that to cite has another, seemingly opposed, meaning: 
"to arrest movement" (1996). Thus a paradoxical play of stillness and 
movement is the proper of the notion of citation, corresponding to both 
the circulation of photographs in Brecht's theatre, and to the gestures of 
epic theatre to which Weber is referring. 
Therefore, although neither Weber nor Benjamin mentions 
theatre photography per se, their reflections on theatre invoke a 
photographic technology which, in the case of Benjamin, seems explicitly 
linked to the author's reflections on photography, and which seems 
linked to Brecht's own attitude to photographing his stage work. The 
photograph, like the gesture as conceptualised by Benjamin and practiced 
by Brecht, is about stillness and movement, and about stillness in 
movement. It is certainly no coincidence that Brecht's theatre, the site 
(and Weber, in a Derridean mode, plays on the homophones 'cite', 'sight' 
and 'site') of this circulatory mode, whereby gesture is emphasised, 
concentrated and takes movement, is also the site of a photographic 
practice. If, as John Szarkowski (1980,70) has suggested, " [t]o quote out 
of context is the essence of the photographer's craft", then the theatre 
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photographer features in a paradigm; rather than being an alien intruder, 
or a neutral observer. 
This citationality offers a paradigm for an exploration of theatre 
photography; displacement may well be (as Benjamin suggests) a function 
of all photography (and indeed of mechanical reproduction in general). 
And, in theatre, the hic et nunc might refer precisely to the site of citation. 
Theatre can neither be "subject to" nor "founded in" reproduction, but 
rather seems to operate by way of citation, and is auratic in that it is 
radically displaced, since, being already engaged in both practices, it cannot 
simply be the subject of displacement or magnification. Theatre 
photography, one might suggest, is outside the remit of photograph's role 
in mechanical reproducibility because, for it to work, it must participate in 
citation. 
Susan Sontag: 
Between two fantasy alternatives, that Holbein the 
Younger had lived long enough to have painted 
Shakespeare or that a prototype of the camera had 
been invented early enough to have photographed 
him, most Bardolators would choose the photograph. 
This is not just because it would presumably show what 
Shakespeare really looked like, for even if the 
photograph were faded, barely legible, a brownish 
shadow, we would probably still prefer it to another 
glorious Holbein. Having a photograph of Shakespeare 
would be like having a nail from the True Cross 
(Sontag, 1977,154). 
Smith's photograph of a dying youth writhing on his 
mother's lap is a Pieta for the world of plague victims 
which Artaud invokes as the true subject of a modern 
dramaturgy; indeed, the whole series of photographs 
are possible images for Artaud's Theater of Cruelty 
(Sontag 1977,105). 
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Quoting from a thesaurus, Susan Sontag, in her canonical work 
On Photography (Sontag, 1979,204-5), lists 'fields of photography'. Her 
use of such an extended quotation, a seemingly definitive list, supports 
her idea, stated passim in the book, that there are a multitude of 
photographies. Many of the items on Sontag's (quoted) list are types of 
photography that take their names from how the photograph is taken, 
from the position from which, or the means by which, the photography 
takes place. Thus, she lists aerial photography, radiography, etc., 
concerning perspective and technology, rather than what is 'in' the 
photograph. 
Many items in the list are types of photography defined in terms 
of a referent: the subjects of photographs, what is 'in' the photograph, or 
what the photograph is 'of'. Thus examples include landscape 
photography, wedding photography, etc. This matches common 
understandings of photography, where emphasis is placed on the subject 
of the photograph, and whereby the photograph itself, as an object and as 
a cultural practice, disappears in the service of the referent. This has been 
conceptualised in variety of ways, and can be linked to the semiological 
reading of photography as a system of signs and symbols. Critics like 
Rosalind Krauss ([1978] 1996) have written about photography as 
indexical, pointing to the (absent) referent, and Barthes suggests that 
photography is an empty sign. In quoting a list, Sontag is commenting on 
the way in which photography both lends itself to a multitude of uses, and 
also absorbs a multitude of subjects. 
Sontag is particularly concerned with the viewing, the 'use' of the 
photograph throughout On Photography. The first quotation above, in 
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which Sontag imagines responses to a photograph (as compared to those 
to an imaginary painting), offers a development of the idea of reading a 
referent through a photograph. She uses imaginary photographs to test 
the photograph's relationship to the real. And yet, for Sontag, 
photograph's invisibility, or emptiness, is not inherent to it, but comes 
about through perception and reception, which links Sontag's concerns 
with both the practice and use of photography and the photograph's 
relationship with its referent. That Sontag is specifically referring to 
portraiture, rather than any of the other choices that feature in the list she 
quotes, suggests that this notion of the veracity of the photograph is most 
present - or the stakes highest - with regard to photographs of people, or 
more particularly posed photographs of people. As Peggy Phelan has 
stated, portraiture is "fundamentally performative" (Phelan 1993,35), 
quoting photographer Richard Avedon writing about his making a series 
of portraits of Rembrandt. Phelan writes that the "performative nature of 
portrait photography complicates the traditional claims of the camera to 
reproduce an authentic 'real"(36). Theatre photography, whose earliest 
manifestations are portraits, seems to have a troubled relationship with 
this insight. 
Sontag writes, "[a] photograph is both a pseudo-presence and a 
token of absence" (16). Theatre and performance photography can both 
render this question more difficult, in making this 'presence' nuanced and 
problematic, and, conversely, offer a way out of an impasse. Theatre and 
performance photography certainly seems to embody a complexity that 
might undermine any notion of a photographic referent. Such a notion is 
troubled when the subject of a photograph itself has the characteristics of 
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representation (Sontag's quoted list, exhaustive as it may be, does not 
contain any reference to theatre photography). The viewer of a theatre 
photograph sees a referent that itself is a referent: a photograph of a 
character onstage is therefore potentially a compound spectacle, with the 
simultaneous (and surely competing) presence of actor and character, or, 
to move beyond Sontag's suggestion of portraiture, the world of the stage 
and the diegetic world of the play. 
The viewer sees through the photograph, but the gaze may not 
stop there. This is perhaps what George Bernard Shaw (see 11) describes 
in his photograph of 'Juliet': in Shaw's staging of a spectatorial encounter 
with this portrait, the viewer sees through the character of Juliet to the 
actress (or, more precisely, to the sitter for the portrait, Miss Wilkins). In 
this example, the photograph undoes the representation; perhaps because 
it's indexical nature invites scrutiny in the viewer, and the desire to see 
and to ask what is photographed. 
What Sontag seems to be suggesting, however, is that the 
supposed access that a photograph provides to the subject of the 
photograph is as much a question of the relationship between photograph 
and viewer as of that between photograph and referent. 
John Berms 
What Brecht wrote about acting in one of his poems is 
applicable to such a practice [that of putting a 
photograph into the context of experience or memory]. 
For instant one can read photography, for acting the re- 
creating of context (Berger 1980,61) 
Berger's essay 'Uses of Photography' is a response to 
Sontag's book, and is made up of quotes from on photography with 
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commentaries by the author. Towards the end of the essay, Berger 
introduces another quotation: Brecht's poem 'Portrayal of Past and 
Present in One' (65). Although Berger extrapolates from Brecht's 
thoughts on acting in the poem, the quotation also suggests a way in 
which photography might offer insights into theatre photography, once 
again by way of Brecht's conception of acting. Brecht's poem, which is 
advice to his actors, suggests that the instant should stand out without 
obscuring what it stands out from. This permits "the spectator/To 
experience this Now on many levels, coming from/Previously 
and/Merging into Afterwards". 
Roland Barthes: 
Yet it is not (it seems to me) by Painting that 
Photography touches art, but by Theater. Niepce and 
Daguerre are always put at the origin of Photography 
(even if the latter has somewhat usurped the former's 
place); now Daguerre, when he took over Niepce's 
invention, was running a panorama theater animated 
by light shows and movements in the Place du 
Chateau. The camera obscura, in short, has generated 
at one and the same time perspective painting, 
photography and the diorama, which are all three arts 
of the stage; if Photography seems to me closer to the 
Theater, it is by way of a singular intermediary (and 
perhaps I am the only one who sees it): by way of 
Death. We know the original relation of the theater 
and the cult of the Dead: the first actors separated 
themselves from the community by playing the role of 
the Dead: to make oneself up was to designate oneself 
as a body simultaneously living and dead: the whitened 
bust of the totemic theater, the man with the painted 
face in the Chinese theater, the rice-paste makeup of 
the Indian KathaKali, the Japanese No mask... Now it 
is this same relation which I find in the Photograph; 
however "lifelike" we strive to make it (and this frenzy 
to be lifelike can only be our mythic denial of an 
apprehension of death), Photography is a kind of 
primitive theater, a kind of Tableau Vivant, a figuration 
of the motionless and made-up face beneath which we 
see the dead. (Barthes [1980] 1984,31-32). 
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In the Photograph, Time's immobilization assumes only 
an excessive, monstrous mode: Time is engorged 
(whence the relation with the Tableau Vivant, whose 
mythic prototype is the princess falling asleep in 
Sleeping Beauty). That the Photograph is 'modern', 
mingled with our noisiest everyday life, does not keep it 
from having an enigmatic point of inactuality, a strange 
stasis, the stasis of an arrest" (Barthes [19801 1984,91). 
The interest of the above quotations is that, once again, the critic - 
in this case Roland Barthes - is writing about photography by way of 
theatre. Indeed, as is the case with Benjamin and Sontag, theatre and 
photography are major themes in the overall work of Barthes. Unlike 
Benjamin and Sontag, however, Barthes does, elsewhere, write about 
theatre photography (indeed, as I show in the next section of this chapter, 
he is one of the earliest critics to do so). " 
The first quotation from Barthes links both photography and 
theatre to death. In suggesting that photography is like a "primitive form 
of theatre", Barthes makes death the intermediary of photography and 
theatre, but, although the quotation is from a book reflecting on death 
and photography, is in fact concerned with the trope of "a body 
simultaneously living and dead", perhaps identifying the undead aspect of 
the staged body. 26 Barthes is not merely drawing on the (popular) idea of 
the photograph as a death mask (Krauss has suggested that it is a 
correlate of the Turin shroud; and one is reminded of Sontag's comparing 
her - imaginary - photograph of Shakespeare to a nail from the Cross), 
but rather seems to be indicating something more radical. This perhaps 
explains Barthes' apparent reticence, or hesitancy: twice in the passage he 
25 Although, as Jim Carmody has argued, Barthes in fact addresses the theatre 
photograph strikingly little, even in texts specifically about it (Carmody, 1990,29). 26 Certainly, this would correspond to Barthes' notion of the materiality of the body 
onstage in a text on theatricality (Barthes [1954] 1993). 
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qualifies his impression, suggesting that that he is perhaps alone in seeing 
this disturbing aspect of theatrical (bodily) presence. 
The passage is extensively quoted, and in writings about theatre 
photography is part of a body of work that seems to affirm an affinity 
between photography and performance, and which predicates the link on 
death and disappearance. 
Theatre and Performance Photography in Print27 
This is an attempt to regroup the disparate and widely varying 
works on the subject of theatre photography. I have already suggested 
that there are a multitude of theatre photographies. There are also 
numerous ways in which theatre photography finds its way into 
discussion, and into print: critical works (on theatre, on performance and 
on photography), books of photographs (regrouped by a photographer, a 
company, an individual practitioner, or a theme, exhibition catalogues), 
etc. But despite the wide range of practices that can be regrouped under a 
heading of theatre or performance photography, this is a heterogeneous 
mass, and seems fragmented. Before examining some existing works on 
theatre and performance photography, it is necessary to outline some of 
the complexities that mark this field of enquiry. Many books, journals, 
magazines and exhibition brochures may contain theatre and 
performance photographs while this is not their critical focus. An 
2' In most cases, I have not included writings directly concerning the subjects of my case 
studies, since these are referenced in the relevant chapters. One exception is an article 
by Weill (1954), since this is about theatre photography in general, as well as about 
the author's own practice as a photographer. Also excluded from this chronological 
examination of theatre photography in print are two dictionaries of theatre that 
contain specific entries on the subject: Corvin (1991), and Pavis (1998), both 
published in France. 
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example of this might be a book of photographs by a photographer 
whose theatre photography constitutes a part of a wider corpus (this is 
the case for all of the photographers whose work I examine in my case 
studies, with the exception of Sophie Moscoso, who significantly is the 
only amateur photographer I will be examining). Within theatre studies 
and performance studies, photographs routinely illustrate books and 
articles. These, however, as Jim Carmody has observed, are often used 
strictly in "notational, evidentiary terms" (Carmody 1990,33) (and 
writers often illustrate their work in response to concerns of marketing, 
and often at the behest of editors and publishers). Indeed, Carmody 
observes that a surprising number of works contain either zero or very 
few images, and this is seemingly unaffected by whether the writing is 
particularly concerned with the visual aspects of performance work (33). 
Certainly, very few works use images discursively, and Carmody's 
observation is indicative of a usage of photographs modelled on that of 
the press, formally employed to show, prove, or confirm what something 
looked like, or that something was there: notions in line with a revelatory 
discourse of photography, and an illustrative usage. As such, photographs 
have tended to be a secondary, and rarely nuanced, part of scholarly 
work, in spite of (or perhaps because of) the obvious utility of theatre 
photographs for the study and analysis of theatre. As Patrice Pavis has 
noted, "[p]hotographic documentation relieves the commentator's 
memory of some of its burden, providing reference points to anchor a 
verbal description, ensuring that the reporting is achieved with a certain 
method" (Pavis 2003,42). This both explains the utility of photographs, 
but also suggests that this potential supplanting of memory might be one 
59 
reason for the reluctance of many scholars to make use of them in any 
significant way. While photographs are now cheaper to print and easier 
to incorporate into published works as a result of digital technologies, the 
potential of this development has not meant that images are any more 
central to theatre and performance scholarship. 28 
The position of theatre photography mirrors that of the theatre 
photographer, whose work is often uncelebrated and relatively 
unrewarded, at least in financial terms. Michel Corvin (Corvin 1991) 
suggests that theatre photographers receive little recognition, either from 
their peers or from the "pouvoirs officiels" (650); Natalie Crohn Schmitt 
writes that theatre photographers working in the 1960s were the worst 
paid professional photographers (Crohn Schmitt 1976,376). 
My account of work in the field is by no means exhaustive, and 
focuses on the concerns of this thesis, rather, it is an attempt to compile 
writings on theatre photography and bring such writings into contact with 
one another. Although, and as I have stated, the topic remains rather 
marginal, in terms of critical studies, there is, nonetheless, a literature 
specifically dealing with theatre and performance photographs that goes 
back to the period immediately after the Second World War. My study is 
organised chronologically, not only to show a progression in thinking 
about theatre photography, but also to demonstrate how certain concerns 
are shared in particular periods. This can be the result of critics 
responding to particular photographic practices which are manifested in a 
28 There are a number of issues at play, however, not least that the wide circulation and 
easy access offer by digital archives has led to greater restrictions on image use. The 
shift from printing photographs on plates to incorporating them as figures merits 
further study in terms of the opportunities it might afford for the coexistence of text 
and image on the page. 
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certain time and context, or concerns that emerge from wider theoretical 
movement. It is also the case, however, that themes and conceptual 
modes can be recognised intermittently throughout these accounts and 
analyses, and this in spite of the texts being heterogeneous; what is more, 
photographic practices cannot be conclusively characterised in terms of 
particular periods, and one can see that practices are often strikingly 
similar throughout the six decades that these works span. 
Bertolt Brecht on the Modellbuch: 29 
Brecht wrote about photography on many occasions, and 
famously stated that a photograph, on its own, tells us nothing (in 
Benjamin [1931] 1999,526; Sontag 1977,23). It is perhaps Brecht's 
notion that photographs might need to be contextualised that should 
shape how one examines his perspectives on theatre photography, which 
all take place in the context of writing about modelbooks. Brecht is 
concerned, in the three texts to which I refer here, with "a new way of 
performance being tried out on an old play", an opportunity granted by 
way of "a collection of photographs accompanied by explanatory 
instructions" (Brecht [1949] 1964b, 211). For Brecht, the modelbook is 
neither a new way of scripting a play nor "a blueprint" (211); and it is "not 
set up to fix the style of performance" (212) either: it is a means of 
enabling copying, but does not seek to create copies. The modelbook 
operates by way of a dialectic of documentation and instruction. 
Although there is a suggestion that the modelbooks offer what Willet calls 
29 I have used the term 'modelbook' most of the time in this thesis to translate 
Modellbuch, as does Carmody (1990). Willett uses 'model' in the quoted volume. 
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"a complete photographic record" of a production (Willett in Brecht 
[1958] 1964,220 n. ), Brecht suggests that the model can be modified, 
and rather than fixing the performance style, it serves to render visible 
changes and developments in the "creative process" (212). Indeed, 
Brecht states that the model "must not be pressed too far", and that 
elements such as make-up and costume "should not be imitated" (Brecht 
[1958] 1964,216). I also consider the photographic aspect of the 
Brechtian modelbook in chapter 5 (see 240). 
Muriel St. Claire Byrne: 
Muriel St. Claire Byrne's series of three articles in the first and 
second volumes of Theatre Notebook (Byrne 1945; 1946a, 1946b) are 
remarkable in the range of questions and problems identified, and a list of 
these includes a range of concerns that are shared in the present thesis: 
access to collections, the fragility of archives, the need for intelligent and 
complete holdings of theatre documentation, the relationship between the 
archive and the press, publicity and its implications for photography, the 
potential deceptiveness of theatre photographs, the photographer as 
company member, etc. 
Writing immediately after the War - Byrne (1945,107) describes 
the effect that bombardment and austerity have had on Britain's wealth of 
theatre photographs, many of which are held in private, and often 
domestic (although Byrne states that the somewhat disreputable nature 
of theatre photographs means that the images can sometimes be excluded 
from the domestic sphere), collections - the author seems hopeful that 
from these difficult conditions it will be possible to move towards a more 
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coherent, official and valuable archival practice as regards theatre 
documentation, and in particular, the "scenic photograph"(Byrne 1945, 
107). Byrne explains that the series of articles on theatre photography 
emerge from her recent attempts to locate both engravings (for earlier 
performances) and photographs (for more recent ones) of productions of 
Shakespeare plays, and expresses surprise that, contrary to her 
expectations, the engravings have been easier to locate than the much 
more recent photographs. She realises that: "the photographic record, 
which seems so comprehensive and so well secured, may eventually 
prove more perishable and more liable to complete loss than the early 
material" (Byrne 1945,104). Although loss and displacements due to the 
War are blamed for this to some extent, Byrne's article also expresses 
concern about the lack of institutional support for the preservation of 
theatre photographs: the project of finding images from Shakespeare 
productions was funded, Byrne writes, by the (newly created, and named 
in the year the article was published) Arts Council of Great Britain: 30 a 
project for a touring exhibition (to be shown around the country, in 
London, and in Moscow), and the series of articles seems to be making a 
case for the appropriate authorities to take theatre photographs seriously, 
calling for "a deliberate effort and a systematic plan, with some financial 
support", warning that, otherwise, "much valuable material will almost 
inevitably be lost" (104). Again making a comparison with the relatively 
rich archive of earlier theatre iconography, Byrne, suggests that the odds 
are against theatre photography, whereas theatrical "prints" (the author is 
30 With its partner, the Society for Cultural Relations with the U. S. S. R., which is 
another indicator of the specific period and political climate in which the article was 
written. 
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clearly referring to eighteenth-century engravings, and perhaps to 
lithographs) are considered "'old' and therefore possibly 'valuable"(Byrne 
1945,106), theatre photographs have no such intrinsic value, and 
therefore, according to Byrne, must be rescued, and copies made, "before 
it is too late" (107). 
In describing personal collections of theatre photographs - often 
"tucked away in albums or battered cardboard boxes" (104) - Byrne 
defines the kinds of photograph that particularly interest her: she is 
concerned with stage (or 'scenic') photographs, a rarity amongst the early 
twentieth-century portraits or "scenic postcards" that make up majority 
of images in private holdings. Byrne is quite clear that it is images of this 
kind, those that show actors onstage - or "groups" (105) that are both the 
object of her search for images and the potentially valuable archive of the 
future. She mentions that the earliest (stage) photograph that she plans 
to use for the exhibition is from 1881. Similarly, Byrne comments that 
her search for images has often been unsuccessful since the only available 
images are portraits, rather than images from the stage. 
The press, and publicity, are identified by Byrne as sources of 
images for the historian. She does however qualify this, and states that 
the historian cannot be confident that the interests of the press and of 
history will necessarily "coincide" (107). This question is the focus of 
Byrne's following articles, from the second volume of Theatre Notebook. 
In this second article, with the subtitle 'Value and Accessibility', Byrne 
(1946a, 34) writes that there is a general lack of recognition of the needs 
of the theatre historian, and suggests that archival research operates in a 
parasitic mode, drawing on the resources of publicity, the supplier of the 
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photographs". This leads to difficulties since publicity is "is not concerned 
with artistic and technical merits and demerits, still less with the ultimate 
historical importance of a production" (34). What publicity does do, in 
fact, is produce a multiplicity of images, which combined with publicity 
and theatre history's often incompatible agendas, can dilute the body of 
images available. In a mass of images, Byrne writes, "the few which 
matter are as likely to be destroyed as the vast useless majority" (34). 
Byrne outlines another problem for research as she confronts the 
practice, which she describes as "growing" (34), of photographers creating 
their own images, drawing on the images they see onstage, but which may 
bear little relation to the stage work beyond being "a sensitive 
interpretation of mood, atmosphere and style" (34): such photographs, 
for Byrrie, are "not documentary, in the literal sense", and as such are 
relatively unhelpful for the theatre historian (34). Byrne compares the 
approach of such photographic aesthetes to the work of eighteenth- 
century painters and engravers (34), and seems to be suggesting that 
documentary photography is potentially of far more use for the historian, 
and that photographers who create independent works of art are doing 
so at the expense of a proper theatrical record. Furthermore, Byrne links 
this to a general problem of the camera, stating that "the camera, on 
occasion, can and does lie about a production" (35). She claims that this is 
not necessarily the fault of photographers, and suggests that a historian 
faced with photographs of productions about which they have no 
familiarity might well choose images that are not representative. Byrne 
also approaches the question of the photo call. She is not against this 
practice per se, but considers images that show scenes staged for or by the 
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photographer are another potential pitfall for those later consulting the 
archive, as are images where stage action has been displaced to another 
location (36). Such "interpretive camera studies", which the author 
compares to eighteenth-century paintings (35), are only a problem for an 
uninformed historian, but can also be an affront to the author (36) of the 
play. Byrne notes that much theatre photography has a "natural 
preference" for the portrait and the tight grouping, in which she see some 
utility, but states that such photography is less useful than wider shots of 
the entire playing area: she notes that such images are harder to realise in 
technical terms, but states that they are possible to create. Byrne also 
touches on what - it seems likely - is an emerging practice in theatre 
photography at the time of her writing: "[t]he modern tendency to 
reduce a grouping in size until it resembles as closely as possible a still 
from a film sequence may produce a beautiful picture, but it does not give 
a true theatre picture" (36). She concludes the second article by 
reminding the reader that such images are not produced at the behest of 
the historian. The historian is not the initiator - particularly in economic 
terms - of such images, and as such, "cannot complain" (36). 
In the third article (Byrne 1946b), the author again calls for 
immediate efforts to intelligently and rigorously establish theatre's 
archive, although in arguing for this she remains aware of the 
complexities of this endeavour. She argues that such a move would 
impact upon the press, which she again cites as the main source of theatre 
photographs: if a consistent collection existed, then press photographs 
would become "less ephemeral in their interest" (58). Byrne suggests that 
a strategy would need to include the "automatic" (58) submission of 
66 
images to collections that she characterises as having patchy, albeit 
sometimes large, collections. 
Byrne mentions the Enthoven collection as one holding that 
might, "if the theatre could be persuaded to own history seriously" (58), 
house an archive. That collection (originally that of Gabrielle Enthoven) 
was, then as now, part of the Victoria and Albert's holdings. Since Byrne's 
article, the collection has become part of the Theatre Museum's archive. It 
is striking that Byrne's article, written more than sixty years ago, describes 
a similar situation with regard to theatre photography to that of 2008: 
although the Theatre Museum, established formally in 1974, undoubtedly 
can be seen as a move toward a formal archive of theatre materials, the 
suggestions made by Byrne are still far from realised, and theatre 
photography is arguably no more coherently and consistently archived 
than it was when, in the aftermath of the Second World War, Byrne made 
her plea for a serious collection. Indeed, it is all the more ironic that in 
2007, following a failure to raise sufficient funds, the Theatre Museum in 
Covent Garden was closed, and the collection rehoused at the V&A (it is 
now called the V&A Theatre Collections). Although the collection is still 
accessible, the most significant change prompted by the closure of the 
public museum seems to be a return to the state of affairs described by 
Byrne; she asks: 
Must we go on saying to our American and foreign 
visitors that there is not even one of the English 
theatre collections which has some special display 
always on view? Accessibility is something more 
than the fact that it is always possible for a student to 
see material in the Enthoven Collection, or in the 
Print Room at the Victoria and Albert Museum, or to 
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consult the British Museum's various theatre 
collections. Accessibility for the ordinary man and 
for the young student is a matter of selection, 
juxtaposition of related items and arrangement of 
the assembling of selected material for the 
cumulative impression and visual cross-reference. 
Unlike our museum and art collections our theatre 
collections are only physically, not intellectually, 
accessible for the inexperienced worker; selective 
basic historical collections, dealing with special 
aspects of theatre history, and a suitable for display 
in rotation, are urgently needed for the 
undergraduate (Byrne 1946b, 59). 
Byrne's mention of student research is in particular reference to the 
University of London's diploma in Dramatic Art, which was instituted by 
Elsie Fogerty in 1912. Byrne bemoans the fact that although it is possible 
to take students to see paintings in the London galleries that show theatre 
costumes, there are no specific exhibits: "[t)he only thing you cannot 
show them is the subject itself: for the History of Theatrical Art there are 
no displays permanently available" (59). Although there are undoubtedly 
more collections of theatre photographs accessible today (and more 
theatre photographs), Byrne's criticisms remain valid: there is (still) no 
central archive that receives images for all major productions. Many 
theatres, as was the case when Byrne was writing, do have archives (and 
it is possible that, perhaps due to the practices of funding bodies or links 
to educational establishments - these are probably more and fuller than 
those described by Byrne), these vary enormously, and such collections 
are not a reliable source for the scholar or researcher. Likewise, although 
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bodies such as the V&A and the British Library (both mentioned by 
Byrne) do hold collections of images, these remain inconsistent, and such 
bodies are still not receiving photographs as a matter of course (at least 
not from any significant number of theatres or companies). 
What is more, Byrne highlights a problem in the issue of archiving 
theatre photographs, and one which has certainly become more acute in 
recent years. Although technologies have made it increasingly possible to 
obtain images of theatre productions (scenic images, as Byrne calls them): 
this due to the emergence of more sensitive photographic materials, 'fast' 
lenses, etc., and although technological shifts have meant that collections 
can last longer: archival prints, techniques of preservation and restoration, 
etc., the researcher is still faced with the problem of multiplicity of images. 
While Byrne defines this problem in terms of the danger that images 
might be preserved and destroyed somewhat arbitrarily (Byrne 1946b, 
34), she also suggests that the historian ends up dealing with more images 
than can be comprehended and processed, evoking Tenniel's image of 
Alice in a shower of playing cards (34). This problem can only be worse 
today, since, in addition to the developments I have mentioned, digital 
recording and archiving technology feeds a tendency for vast quantities of 
images to be available, and often with great ease and speed. The problem 
with this is that images are not necessarily chosen, and the lack of a 
coherent policy or protocol leads to a lack of direction. Byrne suggests 
that an effective collection would allow the student "selection, 
juxtaposition of related items and arrangement of the assembling of 
selected material for the cumulative impression and visual cross- 
reference" (Byrne 1946a, 59), which is undermined by the mass of 
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images faced today. What is more, the research today is perhaps even 
more reliant on the whims of the press and publishers, since, perhaps in 
response to the ease and rapidity of information afforded by digital 
technology and particularly the internet, it is in fact more difficult to obtain 
high-quality images except those already reproduced in print or digital 
publications. Indeed, Byrne states that the press - albeit in what she 
considers a way somewhat incompatible with the work of a theatre 
historian - is a rich source of images; this is perhaps less likely to be the 
case today, since theatre probably receives relatively less attention in the 
printed media than it did in the 1940s. 
In addition to this uncanny delineation of the problems inherent 
in studying theatre photographs, Byrne's articles - despite their clear 
advocacy - offer a complex view of theatre documentation, and 
photography in particular. It is significant, too, that Byrne characterises 
archives as fragile, potentially deceptive, ephemeral, rather than as a stable 
and permanent supplement to fleeting performance. 
The Published Photograph Album: 
Another work, published in France in 1947, constitutes an 
attempt to address the theatre photograph, albeit with a different 
emphasis to that of Byrne. An album of images (Vienot 1947), published 
in collaboration with the Societe francaise de psychotechnique, is part of a 
series that seeks, according to the afterword, to bring the science of 
psychomorphology to bear in the world of art. The book contains 22 
portraits of theatre personalities, primarily actors, such as Gerard Philipe, 
Marguerite Moreno and Maria Casares, but also directors, designers, 
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producers and playwrights: Andre Barsacq, Gaston Baty, Louis Jouvet, et 
al. Each portrait is accompanied by text by Guy de Beaumont, as well as 
an indication of the traditional planetary typology of the sitter. 
Although the portraits are not stage images, but rather 
(previously unpublished, according to the afterword) portraits, and 
although the series of albums claims to include future collections, showing 
famous personalities from the domains of music, cinema, the Academic 
francaise, etc. (it is, however, possible that these albums were ultimately 
never published; certainly they are unavailable today), this book contains 
significant contributions to writing on theatre photography. 
An introductory article, by Georges Neveux (1947, n. pag. ), 
discusses the repetition of theatre, confronting the contradiction whereby 
a show has both happened before, but is also happening for the first time: 
it happens for the first time for an audience, and Neveux seems to link 
this to the photographs in the book. Writing about the actor who, in 
rehearsal, performs "tout seul", the author emphasises the relationship 
with the audience, positing this as the constitution of theatre: the actor 
becomes the character upon exposure to the audience. The character is 
not the actor's creation, nor indeed does it exist, prior to the audience; the 
character arrives with the audience. From these reflections on theatre, 
Neveux writes that the portraits in the book, where actors (Neveux is 
perhaps playing on the French meaning of 'acteur', which is not limited to 
an actor in the sense of performance) balance between actor and 
character, and in their poses are turned towards their characters as much 
as towards the viewer. 
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De Beaumont's commentaries on each portrait are not simple 
readings, and in some ways could be said to be at odds with the avowed 
method of the psychomorphological approach described in the afterword. 
The texts comment on the voice (De Beaumont 1947a, 1947b), as well as, 
in one case, on the sitter's hands, which are excluded from the 
photograph. The faces are described, for example in the commentary for 
Pierre Blanchar (De Beaumont 1947c, n. pag. ), as being like masks. De 
Beaumont, in tune with Neveux's introduction, sees the characters in 
these portraits, and writes of Maria Casares that she is capable of playing 
any role, and yet is capable of going to the "maximum possible emotion"3' 
(De Beaumont 1947b). The description and analysis of a portrait of Jean- 
Louis Barrault invokes the notion of spectatorship of a photograph: "One 
cannot remain indifferent faced with such a particular face. The 
appearance of this character, who seems out of place in reality, is enough 
to crystallize interest. It mimes. It is nonetheless realn32 (De Beaumont 
1947a). 
(Beatrix) Dussane, whose portrait appears in the collection, 
writes an introduction supporting the idea expressed elsewhere in the 
book that: 
Theatre only comes true for as long as the show. 
Theatre is that mysterious thing, nonetheless 
obvious to the senses, that is released in a triple 
encounter between the play, the actor and the 
audience, and which ceases to be as soon as the 
31 "Elle est capable de jouer n'importe quel role [... ] tout en allant au maximum des 
? ossibilites demotion". 
2 On ne peut rester indifferent devant ce visage si particulier. L'apparition de ce 
personnage, qui ne parait pas a sa place dans la realite, suffit ä cristalliser I'interet. Il 
mime. 11 est reel cependant". 
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curtain lowers and the doors close (Dussane, 
[Beatrix] 1947). 33 
Dussane writes that, unlike paintings, statues and even books, theatre 
must be incarnated in order to address the spectator. The author and the 
actor here have an "accord", and a mutual dependency, and the author's 
work must go via "living flesh". 34 However, it is remarkable that Dussane 
seems to imply that theatre photographs might operate in this same way: 
rather than being allied to the visual art, or textual, objects she describes as 
having a direct relationship with a viewer. Dussane suggests that cinema 
is responsible for inciting the actor to "search for (and sometimes 
fabricate) what mysteriously constitutes the presence of the actor, onstage 
or on-screen, and which must, if it is authentic, be the result of extreme 
interior concentration". " The implication, then, posits the photograph as 
living. This idea is reinforced, as well as by Dussane's own figuring in this 
album, by her authorship of a book of theatre iconography, published in 
1964 (Dussane, Beatrix 1964), and entitled Dieux des planches (Gods of 
the Stage). 
Byrne mentions a forthcoming book of photographs in her article 
as an example (one of two examples of theatre, and two examples of 
specific managers she gives) of a theatre taking seriously its photographic 
archive. The book was eventually published in 1947 (Vickers 1947). 
Indeed, another project linked to a specific theatre company in this period 
33 'Le theatre ne s'accomplit que pendant le temps de la representation. Le theatre est 
cette chose mysterieuse, et pourtant evidente aux Sens, qui se degage d'une triple 
rencontre entre la piece, l'acteur et le public, et qui cesse lorsque baisse le rideau et 
que se ferment les porter". 
'a "chair vivante". 's "rechercher (quelquefois ä fabriquer) cc qui mysterieusement constitue la presence 
de l'acteur, en scene ou sur 1'ecran, et qui devrait, pour eire authentique, resulter 
d'une extreme concentration interieure". 
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was undertaken by celebrated photographer Angus McBean, 36 who 
published three volumes (McBean 1951; McBean and Brown 1953, 
1956) of photographs of the work of the Shakespeare Memorial Theatre. 
McBean, whose work might be seen as operating between theatre 
photography and portraiture (and which perhaps challenges both of these 
notions), is one of very few British theatre photographers whose work 
has attracted the attention of scholars and critics: in a book of 
photographs published in the early 1980s, Snowdon (who is one of the 
others), describes McBean's images ("very glamorous, very dramatic 
pictures") and approach ("he re-lit, re-staged and re-directed the actors, 
but the pictures were always in the mood of the play") (Snowdon in 
McBean 1982, ix). Snowdon describes British theatre photography post- 
Bean (of which he states that he was an exponent) thus: 
And so it was in 1956 that they started using people 
like me with small cameras in rehearsals, who 
produced grainy 'realist' pictures. These were 
nothing new, they had been done in 
photojournalism in the Thirties, and I should take 
blame for them, rather than any credit (x). 
Snowdon parses British theatre photography, with McBean's staged and 
embellished images on one side and the "grainy" (x), photojournalistic 
work that followed it on the other. 37 
36 Barbara Hodgdon has examined the work of McBean in three essays, which al focus 
on theatre photographs from productions of Shakespeare: 'Here Apparent' (Hodgdon 
1996), which compares photographic representations of the Henry IV 'crown scene'; 
'Photography, Theater, Mnemonics' (Hodgdon 2003), which examines the role of 
theatre photographs in theatre history; and 'Shopping in the Archives' (Hodgdon 
2006), focused on costume archives and theatre photographs. 
37 Snowdon's account perhaps does the photographer an injustice; see Snowdon on 
Stage (Snowdon 1996), for examples of his theatre work. On McBean, see 'The 
Photography of Angus McBean: Masks and Faces' (Light 1994). 
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Albums of theatre images have appeared consistently since the 
1960s, and this kind of work has been a major public outlet for theatre 
images, as well as a large body of texts on the subject of theatre 
iconography. Two such albums were published in 1953 in the USA. 
Theater Pictorial (Altman, Freud, Macgowan and Melnitz 1953) offers a 
'History of World Theater, as Recorded in Drawings, Paintings, 
Engravings, and Photographs'. The preface states that the "story of the 
theater" will be told "through pictures more than through words", and 
suggests that visual representations of theatre, including "a drawing by a 
caveman, the rarest record of the prehistoric theatre"(Altman et al. 1953, 
'Preface', n. pag. ) have existed since the dawn of time. The book continues 
this trajectory, but states that it places less emphasis "on the theater since 
1920, when photographs began to be made with correct stage lighting and 
were widely published. " The book, including the very early (prehistoric, 
as I have mentioned, but also ancient Greek and Roman) images - and it is 
an obvious criticism that the notion of 'theater' is here rather problematic, 
as indeed is the way in which such images are taken for granted as 
evidence - is an attempt to constitute a visual history, and places 
photography in a narrative that begins with cave paintings. The author of 
the Preface states that photography "provides a spotty record until 1900 
and a full and atmospheric picture only since 1920". This mention - here 
and in the early reference to "correct stage lighting" - of the photograph 
suggests that photographs are here read as discrete artistic works, part of 
a wider category of (although the word is not used) iconography of 
theatre. The author however also suggests that such images (specifically 
writing about a sketch or a plan for a "mystery play or the interior of a 
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theatre") show us what things looked like, invoking a status of the 
photograph as both a documents and an independent art object. 
Tom Prideaux's World Theatre in Pictures (Prideaux 1953) is a 
collection of images, and pays particular attention to photography. The 
introduction describes the contemporary situation of photography in the 
Broadway theatre, with particular reference to what Prideaux calls 
"midnight sessions", where photographers take pictures of the cast 
following dress rehearsals (Prideaux 1953,13). This is described in 
somewhat harrowing and comical terms, with Prideaux emphasising the 
potential for problems when a photographer enters the tense space of the 
pre-first night theatre: photographers bring lighting that must be installed, 
then rearranged for each shot, inviting technical difficulties, and 
sometimes inviting the animosity of the stagehands. Prideaux recounts an 
anecdote about a drunken actress (driven to drink, it is suggested, by the 
"long ordeal of rehearsals"), whose performance, otherwise 
compromised by inebriation, is reactivated by the camera: "Whenever the 
camera clicked, she jumped back into her grim role, and the pictures 
turned out magnificently" (13) He also writes about the use of the flash, 
"accompanied by a faint but sinister pop" (13), which he describes as part 
of the technical apparatus that causes photographers to operate too 
slowly or out of sync, missing shots. Prideaux, like the authors of the 
preface to Theater Pictorial, is somewhat positivist, citing the recent work 
of photographers from Life magazine as "having developed a new style of 
theatre photography, in contrast to the usual frozen stills" (13). 
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A Theatre Photographer on Practical and Conceptual 
Challenges: 
An article from the following year is one of the earliest attempts 
to analyse theatre photography. It appeared in the French photography 
journal Le Photographe, and was written by photographer Etienne 
Bertrand Weill (whose photographic work I tackle in chapter 2) and is 
accompanied by some of his stage images (Weill 1954). Accounts by 
theatre photographers make up a large proportion of writings on theatre 
photography, as I hope to show, and Weill's writing gives clues as to why 
a photographer, with the experience of photographing work onstage, 
might be among the first to consider the complexity of this kind of 
photography, and to link practical problems and concerns with conceptual 
ones. 
Weill considers his work as a photographer of theatre, and 
particularly of mime (with Etienne Decroux, as well as with Jean-Louis 
Barrault and Marcel Marceau, although, in fact, much of the article seems 
to be about text-based work), to be a process of research: "The 
photographic interpretation of a theatre play can for the photographer 
become a true study. I have always been attracted to the architectural 
side, and to the poetic side of mime"38 (Weill 1954,123). This is a 
reference, it would seem, to Weill's other photographic work, which 
included work with Jean Arp. Much of Weill's work can be linked to this 
idea of 'study': his work with Etienne Decroux, as I go on to demonstrate 
(see chapter 2), is a study of movement and stillness, and work produced 
38 "L'interpretation photographique d'une piece de theatre peut devenir pour le 
photographe une veritable etude. J'ai toujours ete attire par le cote architectural, et 
par le cote poetique du mime". 
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by Weill after this article is even more explicitly concerned with these 
questions. 
Weill delineates some problems encountered in photographing 
theatre. The first of these is linked to concerns mentioned in previous 
articles, and is a question of the status of the theatre photograph. Weill 
suggests that a photograph struggles to be both an accurate representation 
of a show and also be a good photograph in its own right: he states that it 
is nearly impossible to create a series of images that are both faithful to 
the show and aesthetically interesting. Nevertheless, he suggests that this 
can be remedied if the photographer knows something about the show. 
The photographer, Weill states, gains familiarity with the show ideally by 
attending rehearsals or at least a run and a reading of the play. This is a 
question of spotting the rhythm and dynamics of the piece, its peaks and 
troughs and its dynamics of suspense, which permits the photographer to 
respond with the right reflexes. Weill sees the question of theatre 
photography in terms of interpreting a complex instant. 
Like Byrne and Altman et al., Weill writes about 'atmospheric' 
photographs, which, like Altman, he links to the ability to take 
photographs in stage lighting. Echoing Prideaux, Weill suggests that the 
use of flash is problematic, at least if photographs are to be pleasing to the 
eye. The photographer states that photographs of stage work can require 
exposure times of up to "3 or 4 seconds", handheld, which leads to 
images that are not always completely sharp. The important thing, 
however, for Weill, is to make a photograph that 
must correspond to the instant where the intensity 
of the action or of the emotion is expressed with 
acuity by a set of attitudes which, while affirming 
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each of the characters in their roles unifies or 
opposes them in a drama to which they are subject 
or that they are playing. But, moreover, this instant, 
isolated by the photographer, equally must be 
chosen in order that the composition be balanced 
(Weill 1954,123). 39 
As I explore further in my case study looking at the 
photographer's photographic practice (see chapter 2), Weill suggests that 
there are crucial and emblematic moments in the trajectory of a gesture, 
and that the still photograph can only carry the significance of the actor's 
gesture at "one defined moment" (123). Weill adds that that moment is 
not always the finished gesture, but more often the one "that draws its 
rise or its fall depending on the case" (123). But Weill's position on this is 
not isolated in the image, but is a question of the relationship with the 
viewer of the photograph. In commentating a photograph (not shown, 
and possibly imaginary) of a scene from Georges Schehade, he suggests 
that a photograph might misfire, and catch the wrong point in the 
gesture's trajectory, leaving the viewer in a state of doubt (126), and 
incomprehension of the action (Weill is also suggesting an effect of 
mimesis between the subject of the photograph and the viewer, which 
links to my concerns in chapter 2). 
Despite his earlier comments, Weill does consider that the flash, if 
supplemented by the stage lighting, can be used where either precision 
(126) is required or where the conditions make photographing without 
flash impossible. Weill also suggests that moments from the play can be 
39 'Tout d'abord, le moment choisi pour prendre un cliche doit correspondre ä 
l'instant oü l'intensite de faction ou de l'emotion est exprimee avec acuite par un jeu 
d'attitudes qui, tout en affirmant chacun des personnages dans son role, les unit ou les 
oppose dans le drame qu'ils subissent ou qu'ils jouent. Mais, en outre, cet instant 
isole par la photographie doit etre egalement choisi pour que la composition en soit 
equilibree". 
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"selected" (126), but implies that this may be more than selection, and 
that shots may be partially set up for the camera, and considers this 
worthwhile, noting that such compositions can - despite lacking fidelity to 
the play - offer a good synthesis, even if the spectacle differs from that 
seen by the audience (126). Ultimately, Weill suggests that the approach 
to photographing must be adapted to the piece photographed. The 
photographer states that superimpositions or 'double exposures' are 
sometimes the best way to proceed, although he suggests that some kinds 
of work do not suit this approach at all (126). 
Superimpositions, where two images are combined by way of 
darkroom techniques, are, for Weill, an opportunity to continue research 
on the image (see chapter 2, 'Mapping the Performance to the 
Photograph'). Such compositions place the "start of the movement and 
the peak of its trajectory "40 together in a single image. In dramatic terms, 
this can also create "poetic" (and sometimes "surrealistic") juxtapositions, 
where different aspects of the same scene are united (126). 
Weill concludes his article explaining that theatre photography 
depends upon the choice of the optimum fraction of a second, that where 
the subject's expression is at its most intense (126). He compares theatre 
photography to portraiture, which attains truthfulness in revealing the 
subject's personality. It is also compared to landscape photography in that 
it must reflect the soul of the spectator who is transported into the scene 
(126). Weill's final comments are provocative (and perhaps at odds with 
his earlier comments), as he suggests that there is perhaps little difference 
from the photography of everyday life, events that take place on the 
'o' la fois l'amorce du mouvement et la pointe de sa trajectoire". 
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"great stage" of our universe. 41 The theatre photograph is the fixing of a 
"faithful and beautiful" reflection of the world (126). 42 
Barthes on Theatre Photography: 
I have already mentioned Roland Barthes' celebrated book on 
photography (Barthes [1980] 1984), published in 1980 in France. 
Barthes was in fact one of the most prolific critics to tackle photography; 
Camera Lucida - the last published work - is his only monograph on the 
subject, but he wrote on aspects of photography throughout his career, 
producing iconic texts such as 'The Photographic Message' (Barthes 
[1961] 1977) as well as referencing photography in major works such as 
Mythologies (1957) and Roland Barthes by Roland Barthes (1975). What 
is striking, and -I contend - highly significant, is that Barthes' earliest 
writing on photography was about theatre photography: Barthes 
effectively came to photography through theatre. 
Barthes' earliest reflections on photography, in fact, concern actor 
portraits. In an article written for Esprit (Barthes [1953] 1993), Barthes, 
pondering a 'sociology' of the human face (224), and seeing the French 
streets full of Michel Auclairs and Gerard Philipes, writes, "The first 
theatre and cinema photographs always show the actor affecting 
excessive signs of existencen43 (225). He suggests, however, that theatre 
and cinema iconography part ways in the early 1900s, and offers the 
Harcourt portrait as the strongest, most "persistent" (226) mode of 
41 "L'evenement se passe seulement a cote de nous sur la grande scene de notre univers 
de tous les jours": 
42 "un reflet fidele et beau". 
43 'Les premieres photographies du theatre et du cinema presentent toujours 1'acteur 
affecte des signes excessifs de l'existence". 
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theatrical portraiture. The Harcourt portrait, for Barthes, offers a view of 
the actor "en ville" (226), a view that necessarily stands in contrast to the 
actor as seen onstage. Thus, the portraits show an actor who is silent, and 
mysterious, and reduced to a single face (Barthes contrasts this 
emblematic face with the endless possibilities of movement, of age, of the 
actor onstage, echoing the psychomorphological studies described by De 
Beaumont). Although Barthes' analysis touches upon the specificities of 
the very distinctive Harcourt portrait, to an extent he could, in fact, be 
writing about the early portraits he mentions: they too belong to a mode 
of portraiture that posits the subject in a civic pose. But the Harcourt 
portrait is particular in that it, for Barthes, is the continuity of a scene that 
is necessarily trivial, which takes place in a mythical city (227). The 
Harcourt portrait is engaged in the production of myth, and is a necessary 
"calling card" for a young actor (227), facilitating public acceptance. This 
article, in fact, foreshadows Barthes' Mythologies, and the text on the 
actor's portrait is reproduced in part in a section of that book dedicated to 
the photography of Harcourt. In the final paragraph on the Harcourt 
portraits, which ends the section in Mythologies, Barthes contrasts the 
Harcourt portrait with the work of theatre photographers Agnes Varda 
and Therese Le Prat, which he considers avant garde (Barthes [1957] 
1993,578) in that these photographers represent rather than lie. Barthes 
remarks that the kind of work done by Le Prat and Varda is rare, and 
states that such audacity is a luxury that few theatres can afford (578). 
Barthes next writes about theatre photography in 1959 (Barthes 
[1959] 1993), with an article for Theatre pop ulaire, on photographs from 
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the Berliner Ensemble's visit to Paris in 1957.44 The title of the article 
'Sept photos modeles de "Mere Courage"' is a probably a reference to 
Brecht's modelbooks, a play on words (Carmody 1990,37 n. 15). In the 
article, Barthes, while acknowledging that the photographs, taken by 
Roger Pic, offer "a true history of Mother Courage"" (833), also suggests 
that these images might have a wider significance for an understanding of 
Brecht's - theatre. In particular, Barthes sees in the photographs a 
reflection on distantiation, and, challenging an enduring misconception of 
this Brechtian effect, suggests that without even seeing a production by 
the Berliner Ensemble, someone might easily correct such a prejudice by 
looking at one of Pic's photographs: "to distantiate does not in any way 
mean to act lessn46 (833). Barthes also suggests that distantiation is the 
preserve of the mise en scene, and not of the acting. Barthes insists on the 
importance of the detail in both photography and Brechtian theatre, and 
defines distantiation as reaching the limit of the acting, the play (834). He 
states that distantiation is not a form, but rather the relationship between 
form and content (834). 
In the foreword to an edition of Mother Courage (Barthes [1960] 
1993), Barthes draws on the same body of photographs. Perhaps linking 
Pic's photographs to those of Varda or Le Prat, he defines them as 
unaffected (889). Barthes critiques the contemporary theatre 
photography, writing that the photographer typically chooses high points 
of the show, peaks (889), treating them with photographic effects, in an 
"In particular, Carmody observes that, despite Barthes' insistance on the photographs' 
importance to an understanding of central Brechtian ideas, he in fact barely writes 
about the images in any detail. 
44 "une veritable histoire photographique". 
46 "distancer ne veut dire nullement jouer moins". 
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"anthological" (889) mode. Pic, on the other hand, "renders a duration 
intelligible", 47 which leads the photographer to produce a great many 
photographs, shot in a regular and patient rhythm, and also leads to the 
photographs' particular powers of signification (889). Referring to the 
photographs as "documents", Barthes writes that the images are "faithful 
but they are not servile", claiming that they "reveal the show" 48 (889). 
Barthes links this to their relationship with movement, in a way 
reminiscent of Benjamin's ideas about mechanical reproduction: they 
allow to be seen those details "that do not necessarily appear in the 
movement of the show but which contribute nonetheless to its truth"" 
(889). Such a photographic practice cannot be called documentary: as 
Barthes states, it is a "critical" practice, which does not "illustrate", but 
rather gives access to the deepest creative intention (889). In examining 
one particular photograph, Barthes notes that the photograph gives the 
viewer access to details unavailable to the spectator of the play (889), and 
specifically, the photograph sets up a system whereby the viewer can 
grasp the "rapport" between elements of the image. Thus, the 
photograph freezes, rendering visible "complex significations", but this 
freezing in fact releases or activates what is seen (889). Barthes describes 
this in terms of liberty, which is placed in opposition to immobilisation: 
this freeing of the atoms of the show gives rise to a "museum of Mother 
Courage" (889). The play of oppositions continues, as Barthes 
summarises how the photographs function: 
47 *rendre intelligible une duree" 
48 "ces photographies sont fideles mais elles ne sont pas serviles ; elles revelent le 
spectacle' 
49 "des details qui n'apparaissent pas forcement dans le mouvement de la 
representation mais qui contribuent pourtant ä sa verite" 
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These photographs isolate the better to reveal; as 
literal as they may be [... ], they take a stand, they 
choose significations, the help in passing from a 
factual order to an intellective order, they expose, in 
the precisely ambiguous sense of the term, that is to 
say they present and teach at the same time (889)'0 
Beyond the obvious way in which the photographs here operate in a way 
comparable with Brecht's theatre, this idea of photographs that both 
present and teach is also a further indication that Barthes is writing about 
photographs operating dynamically in relation to a spectator. Barthes 
compares the photographs to painting, and goes on to discuss the absence 
of background in Brecht's theatre (and states that this is evidenced in Pic's 
photographs) (891). 
Barthes' reflections on photography and theatre are of course 
reminiscent of those of Benjamin. Although both authors are specifically 
referring to Brecht, it is clear that the implications are relevant beyond this 
work. As Weber (1996) has said of Benjamin's essay, epic theatre is "a 
point of departure for reflections on the general situation of theatricality 
in the 20th century". The same can be said for Barthes. It should come as 
no surprise that the period in which Barthes writes about theatre 
photography corresponds to his most celebrated reflections on 
theatricality. Indeed, Barthes' writings on theatricality were mostly 
written in articles for Theatre populaire, when he wrote extensively about 
both Brecht and, as I have illustrated, about theatre photography. The 
oft-quoted definition of theatricality as 'theatre-minus-text', given by 
so "En somme, ces photographies isolent pour mieux reveler ; toutes litterales qu'elles 
soient [... ], elles prennent parti, elles choissent des significations, eile [sic] aident ä 
passer d'un ordre factuel ä un ordre intellectif, elles exponent, au lens precieusement 
ambigu du terme, c'est-ä-dire qu'elles presentent et enseignent 5 la fois" 
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Barthes in the preface to a 1954 edition of the works of Baudelaire 
(Barthes [1954] 1993) appeared at this time as well, and it is possible that 
Barthes' notion of theatricality, as it emerges in the 1950s is not only to 
some extent formed by looking at theatre photographs, but is also tied up 
with his early thinking about how photography operates. After 1960, 
Barthes does not write specifically about theatre photography again, and 
he does not tackle photography throughout the next decade. 
Coffee Table Books, the Portrait, the 'Scenic Photograph' 
and Photographing Theatre in the Studio: 
(R. Thomas) Coele (1956) writes about theatre photography, 
with a particular focus on the work of H. J. Mydtskov (a photographer 
working in Copenhagen), and - like several of the critics I examine here - 
contrasts the portrait with the documentary photograph, giving the 
suggestion, once again, that two forms: actor portraiture and stage (or 
'scenic') photography coexisted in 1950s theatre photographic practice. 
Coele suggests that the portrait emerges from a preoccupation different 
from that of the historian, but that photographic 'crumbs' can 
nonetheless be of historical use. As in Prideaux's article from 3 years 
earlier, the process of the photography session is described as laborious 
for actors. Coele's article calls for more conservation of theatre 
photographs, in the private and public domains, calling this task "pressing" 
(63). The author considers theatre photography to intensify and 
concentrate theatre (63), and suggests a redemptive historical function of 
photography, claiming that the photographer Mydtskov's camera can 
actually isolate, concentrate and bring into relief the "fecund" 
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contributions of the theatre, doing away with the modish, superficial and 
insensitive aspects. He highlights how superficial layers (compared to a 
"mask") are pinned to the background or treated as "diaphanous bodies", 
through which, by way of relief, the viewer can perceive the "sparkling 
theatre "51 (64) in the images. Coele compares the work of this 
photographer, in terms of its relationship to a body of theatre work to 
that of Boris Lipnitzki (see 103; 113). Photography is thus redemptive in 
that it allows the essential to be seen without the distraction of shallow 
concessions to the era (64). 
Although, over the course of the 1960s, many books of theatre 
photographs were published (including the aforementioned Dieux des 
planches, published in 1964)52, and although traditional format books 
tended to increase their number of illustration plates in this same period, 
there are few significant books that explore the critical questions of 
theatre photography (despite the earlier works I have called on); one 
exception is an article about 'Early Dramatic Photographs' that appeared 
in Theatre Survey (Hunter 1964). Another exception is a book by Jeff 
Lowenthal, concerning stage photography (Lowenthal focuses mainly on 
stage photography of musicians, particularly jazz musicians, but also 
includes a chapter on theatre photography) (Lowenthal 1965). 
Lowenthal, who is a photographer, focuses on the technical aspect of 
stage photography, and describes the difficulties of photographing theatre 
51 "corps diaphanes"; "theätre etincelant" 
52 It is worth mentioning that a number of theatre photography books, as early as the 
1960s and to the present, are large format picture books. The 'coffee table' book is 
said to have emerged as a form in 1960 on the initiative of David R. Brower at the 
Sierra Club (Wood 2003), which, founded by John Muir in 1892, and associated with 
photographer Ansel Adams, was established as an American environmental 
organisation. Albums of images, as well as illustrated books, had existed prior to this, 
but the publication of large-format books where images were given at least equal 
weighting to text is significant for the development of photography. 
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in terms of the difference between the respective capacities of the human 
eye and photosensitive materials to cope with divergent levels of light 
(51). As a photographer, Lowenthal is one of few writers on theatre 
photography to consider the question of how photographing 
performance alters performance: "I think that sometimes the musician 
subconsciously tries to help the photographer with the shot. I've seen it 
happen when I tried to photograph somebody. They try and help with 
the positioning and the pose" (120). Although a few critics, such as Jim 
Carmody, have considered this question of how the action of 
photographing (or the action, and noise, of pressing the shutter) might 
impact upon the subject: Carmody writes, "actors too respond to being 
photographed, perhaps more than most" (Carmody 1990,34). 53 
Significantly, other photographers writing about theatre photography 
have written about this question in terms of notions from physics (or the 
Heisenberg uncertainty principle); see Kopelow (1994,17); Caldwell (in 
Pearce 1994,33). 54 
Although the next set of texts is from the mid-1970s, a number 
of concerns are shared with previous work. In the introduction to a book 
of photographs from productions in New York, Stanley Appelbaum 
(1976, iii), places theatre photography in a continuum that includes Greek 
vase decoration and murals. Appelbaum suggests that iconography, be it 
painting, drawing or prints, is a significant part of theatre. He links the 
53 Carmody's point could be subject to nuance: certain kinds of performance might 
make the actor more aware of being photographed; other kinds might make the actor 
less aware of a photographer. 
sa It is also worth noting that Peggy Phelan (1992,167) also refers to the uncertainty 
principle, albeit with a different emphasis (the quantum physics that she uses as an 
analogy of performance). However, it is certainly significant that Phelan, in the chapter 
following 'The ontology of Performance' uses an analogy with photography to 
describe how the measuring of performance is done: "Performance commentators tend 
to open their critical cameras and set up their tripods" (167). 
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emergence of commercial advertising in the nineteenth century with an 
increase in the number of theatre images produced, and suggests that the 
existence of most theatre iconography from this period can be seen as the 
result of the forces of marketing and publicity (iii). Such images, and not 
only posters, "were used to attract audiences", and the author writes that 
photography, upon its development of "portraits of actors printed on 
cards" (Appelbaum is undoubtedly referring to Disderi's carte de visite 
photographs), became part of this system of publicity (iii). He notes that 
the earliest theatre images were studio portraits of actors, and claims that 
technology precluded the photographing of "a complete scene on stage" 
until 1883 (iii). Here, as in previous works, the portrait is invoked, and 
Appelbaum notes that images can range from wide shots of the entire 
stage, to shots of actors, and expresses an editorial position: "portraits- 
on-stage [which] do not really show the scenic background, have been 
excluded". The term Appelbaum employs for the other kind of images, as 
contrasted with the actor portraits, is "scene photos". He quotes Arthur 
Edwin Krows on the practice of making such images, in terms that 
suggest - once again -a rather laborious, and unintegrated task: 
"[d]ispatch is necessary, mainly because the stage hands, waiting for the 
photographer to complete his work before 'striking' the scene, are being 
paid for all time on duty, whether active or not" (Appelbaum 1976, iii). 
This photo call is a constructive process, whereby the actors are arranged 
for the photographer; the camera is set up, with the tripod placed "at 
about the middle of the eighth or tenth row of the orchestra", allowing 
"comprehension of the entire stage" (iii). The actors are placed in 
configurations "in swift succession, by instructions from the produces or 
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stage director" (Appelbaum 1976, iii). This is done scene-by-scene: a 
scene is rehearsed or run, and then, without the set being removed, the 
actors take on "poses from the preceding action" (Appelbaum 1976, iii). 
Appelbaum discusses this in terms of practicality: the need to take 
photographs according to the sequence of the play, scene-by-scene and 
state-by-state, and also describes the photographs as having potential 
value for "stock or road productions", where such images might be used 
to duplicate "settings" (iii). This - rarely mentioned - aspect of theatre 
photography, is close to the Brechtian model, and despite Appelbaum's 
claim that theatre photographs come into being due to publicity 
requirements, flags another, internal, use of theatre photographs. The 
article is ultimately concerned with such uses of photography, and how 
theatre photographs show what something looks like to a potential 
spectator as well as to those involved in duplicating a show. 
Perhaps located between the portrait and the 'scenic photograph', 
there is the practice of photographing theatre in the studio. I have 
mentioned (see 14-20) the studio portraits of actors which constitute the 
earliest theatre photography, but this is something distinct: actors replay 
scenes or moments from a play (or indeed, and it would be almost 
impossible to know without having seen the show, invent new ones) in 
the photographer's studio, something that is an established method in 
dance photography. " One exponent of this method, who worked in both 
dance and theatre, is American photographer Max Waldman (1919- 
1981). In the introduction to Waldman on Theater, published in 1971, 
" See Matthew Reason's monograph for an account of this practice (Reason 2006, 
136-45), with analysis of the work of dance photographer Lois Greenfield. See also 
Reason (2003/2004). 
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Clive Barnes ([1971] n. d. ) considers how Waldman's work challenges 
notions of photographic recording. A theatre critic himself, Barnes links 
Waldman's photographic work to the work of the critic, whose job is to 
interpret and not to report (Barnes [1971] n. d. ). "A photograph", 
according to Barnes, is "the interpretation of a moment in time". 
Although Waldman does not "precisely record" nor "record precisely", he 
is nonetheless, for Barnes, involved in the preservation of theatre 
performance, supplementing the inadequate (play) text at the service of 
the "fugitive art" of theatre. Barnes suggests that Waldman achieves 
something paradoxical in that he both preserves what would otherwise be 
"gone tomorrow" but is also very present in his work, which Barnes 
claims is "almost instantly recognizable". The suggestion is of the theatre 
photographer as auteur, and Barnes calls Waldman's camera a "filter to 
the world". Significant in this is Waldman's approach: he does not 
photograph the piece in situ (and Barnes suggests that most 
photographers who do end up with actors looking either "self-conscious" 
or "caught out"), rather, his work takes place in his studio. Waldman 
creates his photographs by "inviting the production along to the studio", 
and is concerned with capturing the "spirit" of what he saw onstage. 
The obvious differences of this approach to that used in creating 
the actor portraits of the nineteenth century are that, firstly, those 
photographing actors were not consciously involved with documenting or 
recording a show: even though such images are theatre photographs, one 
can argue, it is worth remembering that they adhered very strictly to the 
modalities of portraiture of the time, and even the presence of elements 
of particular shows does not challenge this (see 14). Secondly, use of a 
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studio is a particular choice for Waldman: early photographers could not 
photograph in a theatre (nor, indeed, did they necessarily have any desire 
to). Barnes wrote the introduction to a second book of Waldman's 
images Waldman on Dance, which considers, among other things, how 
the stillness of the photograph relates to dance qua "the art of movement 
through time" (Barnes [1977] n. d. ). 
Theatre and Photographic Theory in the late 1970s: 
From the late 1970s, there is a great deal more analysis of theatre 
photography than there was previously. Although the subject remains 
somewhat marginal (and many of the works dealing with it state this), it 
seems the case that theatre photography starts to be addressed as a 
cultural object at this point. This phenomenon must be linked with a 
general increase in analysis of photography, which I mentioned earlier in 
this chapter (see 44), but is also linked to trends in the publication of 
theatre works. 
Natalie Crohn Schmitt's article 'Recording the Theatre in 
Photographs' can perhaps be seen as pre-empting the "theoretical boom" 
in photography (the article was published one year before Sontag's On 
Photography, see 51-54). Crohn Schmitt writes mainly about Waldman 
(the title of the article is playful in that what the author describes is hardly 
'recording' at all), and seeks to link the photographer's approach to the 
performances that he is photographing. The article ends with a call for "a 
form of photography suited to each kind of theatre performance, each 
specific theatre performance; a form of photography that most nearly 
reflects the values inherent in its subject" (Crohn Schmitt 1976,388). 
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This is clearly what the author believes Waldman has achieved, and she 
writes that Waldman's work suits the "avant garde" work that he 
photographs, matching the 'happening' or performance artwork to a style 
of photography that embraces the unscripted and the unforeseen. 
Like Barnes, Crohn Schmitt contrasts the theatre photograph 
with the script, which she writes has been traditionally thought to be the 
"real record" (376). She notes that theatre photography has "received 
little attention as a form", and links this to the fact that most such 
photography tends to be "made to serve as an instrument for publicity 
purposes, as a memento, or as part of the designer's portfolio", and 
writes that most theatre photographers are anonymous (376). 56 Crohn 
Schmitt claims, however, to be writing at a time of change, where theatre 
photography is emerging as a form distinct from "the long-accepted 
portrait photography of theatre personalities in character and out" (377). 
She also notes that recent years have seen articles appear in journals such 
as TDR and Performance, and she draws on these in her essay. For 
Crohn Schmitt, this is linked to an increasing emphasis on 'process', 
rather than 'product' in theatre, and to the emergence of works that are - 
in a way distinct from traditional performances - unrepeatable (377). 
There is also, the author argues - an increase in the amount of 'process': 
"[l]ow rents and salaries paid by the avant-garde and the interest in 
process in itself have made extended rehearsal periods more common, 
and several groups have shown their works in progress. " And she 
suggests that performers are attracted to photography, and are willing 
participants in it, perhaps in part due to the fact that this new work does 
56 As I have mentioned (see 59), Crohn Schmitt also writes that theatre photographers 
were the worst paid professional photographers throughout the 1960s. 
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not have 'products' such as a script and even a public performance, and 
the photograph perhaps offers a replacement (377) for these. Crohn 
Schmitt contrasts the approach of a photographer like Waldman with that 
of traditional theatre photographers, whose work with actors was a stage 
in a (production) timetable "towards an end" (377). The photograph has 
a great deal to offer when work is rehearsed over a long period of time, 
which is "an intimate process shared by very few" (378). 
It seems likely that Crohn Schmitt is describing Waldman's 
photographs taken in rehearsal, rather than the studio work described by 
Barnes, but this may not be the case: although the essay's emphasis is on 
Waldman's capturing of spontaneity, accident, which draws on 
photography's tendency towards emphasising interactions rather than 
text, such a procedure could - of course - be produced in the studio. 
Crohn Schmitt seems to claim that photography is "appropriate" for 
contemporary work (378) (which perhaps takes place in a 'studio' as 
much as in a 'theatre' anyway). Thus, the photographs have a 
documentary value, despite being created in way that challenges the very 
idea of documentation: "while they are not made as serious historical 
documents, [they] serve as such" (379). 
Waldman, according the Crohn Schmitt, eschews the traditional 
choices of shot made by the theatre photographer, which capture high 
points or a "crucial moment" (379), and as such formally emulate the 
work photographed. Waldman's images, by contrast, are neither posed 
nor the captors of an apex or dramatic high point, but rather show actors 
"caught in motion" (380), suggesting again a link between the 
photographic approach and the performance work. The Waldman 
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photographs to which Crohn Schmitt refers are of performances such as 
Peter Brook's Marat/Sade (1965), Richard Schechner's Dionysus in '69 
(1968), and Grotowski's The Constant Prince (1969) (indeed, Crohn 
Schmitt compares Waldman to Grotowski several times in the article, 
calling the photographs a "poor theatre") (382). Waldman's response to 
such work is in part to create discrete works where he controls the 
mounting, developing, and selection (384), with "artful" (384) 
photographs that emphasise their being photographs: photographic grain, 
close ups (380), that can be linked to the work of Josef Koudelka (see 
chapter 3), who was photographing in the same period as Waldman, and 
who also photographed the work of Brook (with the RSC in Prague, 
1964). Crohn Schmitt notes that the photographs achieve a strangeness 
by way of their being discrete objects: it is unclear what they are 'of'; she 
writes, 'we cannot instantly identify the picture as a theatre photograph" 
(382). This seems at odds with the work of what the author calls "photo- 
documentarians" (384). Crohn Schmitt's objection to this approach is not 
merely a question of style, but is more about such photographers' claim to 
objectivity. For example, she mocks Richard Avedon's practice, in his 
series of images of Alice in Wonderland, of including the frame of the film 
(complete with the words 'Kodak Safety Film') in photographs that were, 
in fact, the result of careful work in the studio rather than the result of 
happenstance (385). The author implies that the work of the 'photo- 
documentarians' corresponds to the work it documents, expressing "the 
values of that theatre" as much as Waldman's work does (and we could 
take this further, and consider how the documentary approach to theatre 
photography is coextensive with post-war realist theatre). Documentary 
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photography, then, for Crohn Schmitt, achieves its status as documentary 
not because it is objective but because of the values it shares with the 
work. 
Ultimately, Crohn Schmitt's article challenges the idea of 
documentation and, in particular the idea that such photographic work 
can be objective. In particular, she suggests that previous critics conflate 
the idea of fidelity to the work with the idea of a photograph accurately 
(giving the perspective of an audience-member). Furthermore, she writes 
that there is a paradox in that attempts to "do pure documentation" 
attempt to transpose a performance into a visual field, whereas "self- 
reflexive work" (such as the photography of Waldman) "provides a 
context of associations" (387). Thus she challenges the 'recording' of the 
articles title by pointing out that "the work does not exist in itself" (386), 
and so there cannot be "representative photographs of it" (387). 
European Initiatives in the 1980s and 1990s: 
In the 1980s, a number of writings on theatre and performance 
photography were published, including works focusing on photography 
from much earlier - an example is a large album of images by the Italian 
theatre photographer Gastone Bosio (d'Amico and Meldolesi 1980). A 
significant new initiative came in the form of two editions of French 
theatre journal theatre/public, which sought to address the question of 
theatre photography, and to consider theatre photographs in a wider 
context of both theatre iconography and indeed - in a more complex way 
- to reckon with theatre's own image. The volumes are also a departure 
in that they seek to use a high volume of images, and attempt to go 
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beyond illustrative uses of photography. "' The first of these (volume 32) 
was published in 1980 bearing the title theatre, image, photographier The 
special edition is wide in scope, with photographs of performances as well 
as photographs that seem chosen for their performative aspect, and 
appears to aim to be about theatre as much as about photography and 
photography as much as about theatre. 
The volume opens with a foreword, which argues that the use of 
photographs in the theatre reflects in an "allegorical" way the functioning 
of images in general, and claims that these are "representative" and 
"unfaithful", "both precious and deceptive, recreative and deadly" (5). 58 
These are the terms in which the image and theatre are discussed, and the 
volume reproduces the transcript of a debate (taking place on 8 December 
1979), with participants including critics and writers such as Jean-Pierre 
Sarrazac, Michel Vinaver and Anne Ubersfeld, as well as theatre directors 
such as Bernard Sobel and Catherine Daste. The debate begins with a 
discussion of the question of 'the image' and how it relates to theatre. 
The image in the theatre, it is suggested, can be as much the product of 
bodies in the space as of scenery (Bayen, Daste, Engel et al. 1980,7). 
Ubersfeld challenges the very idea that theatre is image, suggesting that 
the three-dimensionality of the theatre (she considers the ease with which 
'image' is used in talking about theatre betrays the fact that it is Italianate 
theatre that is under discussion) means that it is never "pure" image, and 
proposes that 'space' is the notion that should replace 'image' in 
discussions of theatre and the visual. Vinaver, likewise, challenges the 
s' This is a project perhaps shared with German magazine Theater heute, in particular issues from the 1970s and 1980s. 58 "allegorique"; "representative'"; "infidele"; a la fois precieuse et decevante, 
recreatrice et mortifere" 
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notion of image, suggesting that the conflation of 'representation' and 
'image' is unhelpful (7). Ironically, perhaps, theatre photography arrives 
late in the debate, and is directly mentioned only once: talking about the 
ephemerality of theatre, scenographer Yannis Kokkos considers that 
"photos are just a fantasised memory of the show", insisting that 
"[t]omorrow, nothing of it will remain" (17): 59 
The journal also contains an interview, with images, with theatre 
photographer Claude Bricage (Collet and Denes 1980). The interviewer 
begins by suggesting that Bricage's approach is quite distinct from the 
Brechtian Modellbücher. The contribution of Bricage seems to be the 
inclusion of the audience in theatre images, which is rightly discussed as a 
rather rare modality of theatre photography. The photographer describes 
this work: "I translated this series of relationships between the stage and 
the audience" (34). 60 The role is described in terms of being between two 
tasks: creating beautiful photographs and telling a version of the show 
(34), and this seems to necessitate adapting to the particular work. 
Bricage describes a frustration at having no power over the theatrical 
work, and describes the selection of shots, the arrangement of lighting, 
the showing of things that the audience might not see, as the only 
appropriate "intervention" (34). But despite the freedom described, the 
photographer chooses to remain quite still while photographing (the 
interviewer remarks that this is unusual), which Bricage partially 
attributes to not working for the press: although he claims he does at 
times work with such publications, providing they take theatre seriously 
s9 'Les photos ne sont qu'une memoire fantasmee du spectacle"; "Demain, il Wen 
restera rien" 
60 'j'ai traduit cette serie de rapports entre le plateau et le public" 
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(40) and seeks to make this a collaborative process. The implication is 
that the photographer is not bound to the task of getting marketable 
shots, but rather is engaged in a subjective photographic work. This work, 
then, will depend on what he considers important: in some cases this 
means showing the audience; in others, the photographs must focus on 
the relationship between two characters (39) 
Despite the interviewer's comment about Brecht, Bricage 
describes an approach that corresponds to Brecht's use of photography. 
He suggests that the photographer and the lighting designer might work 
in collaboration, with the photograph used as a recording device: 
The camera records the raw effect, it does not 
interpret like the eye. The camera shows things as 
they are. On a photo, shadows, uncontrolled effects, 
appear, which the eye cannot necessarily see with 
any precision. " (40)61 
This recalls a passage from Brecht's diaries, where Brecht comments that 
Ruth Berlau's photographs have revealed a problem with lighting (Brecht 
1976,474; Meyer-Plantureux 1992,28; see 49,239). In Bricage's 
description, however, the relationship of light to photography, and, 
specifically, the way in which the camera's photosensitive material differs 
from the human eye is emphasised: the camera, unlike the eye, does not 
adapt itself and compensate is less apt than the photograph to be precise 
(cf. Benjamin [1936] 2002,103). 
Bricage describes his work as a process of "telling" and he 
considers that only photography can take the ephemerality of theatre into 
61 L'appareil photo enregistre l'effet brut, il ne l'interprete pas comme l'oeil. 
L'appareil photo montre les choses telles qu'elles sont. Sur une photo apparaissent 
nettement les ombres, les effets incontröles que l'oeil ne voit pas forcement avec 
precision. " 
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account. It creates "the memory of the theatre". 62 Bricage notes that 
most companies' archives are uninspiring, and recounts that he has 
approached authorities with the aim of setting up a "phototheque", with a 
team of photographers, who would attend rehearsals as well as 
photographing shows, creating an account of the creative process (40). 
He concludes the interview claiming that photographing theatre allows 
him to see things he would not have otherwise seen (41). 
The edition also contains an interview with the director of the 
French theatre photography agency Bernand, Marc Comte. The interview 
concerns the - rather specifically French - phenomenon of a 
large 
specialist agency for theatre (as well as dance, opera, etc. ) photography. 
Comte describes changes in theatre photography: technical shifts, but also 
the way in which photographs are taken: 
Fifteen or twenty years ago, there were special 
photo sessions: actors and directors would carefully 
choose the moments to photograph and they would 
'pose'... The sets were also photographed... You took 
your time. This or that section would be repeated... 
Today, they arrive at the beginning of the show, they 
take photos as it runs, and they're off... (Comte 
1980,42 )63 
Comte explains that one advantage of the photo call was that the lighting 
levels could be increased, noting that theatre lighting is generally too weak 
for the needs of photography (42). He also gives some examples of the 
archival use of photographs, citing the creation of modelbooks, and 
62 "de raconter ce qu'etaient ces spectacles"; "la memoire du theätre" 
63 "I1 ya quinze ou vingt ans, on avait une seance speciale photo : acteurs et metteurs 
en scene choisissaient minutieusement les moments ä photographier et on 'posait'... 
On photographiait aussi les decors... On prenait son temps. On reprenait tel ou tel 
passage... Aujourd'hui, on arrive au debut du spectacle, on fait les photos pendant son 
deroulement, et on s'en va... ' 
100 
discussing the relationship the photo agency has with scholars and 
curators (42). 
The journal also contains a commentary on photographs of a 
production, by Georges Didi-Huberman (1980), a photo-essay article of 
the type that theatre/publichas continued to publish. 
A special edition of theatre/public, entitled Photographier le 
theatre, and serving as the catalogue for an exhibition at the 1982 
Avignon Festival, seems to extend this research into the theatre 
photograph, and continues the experimentation with ways of regrouping 
theatre photographs and text. The issue is, in fact, an album of 
photographs by prominent theatre photographers: Birgit, Claude Bricage, 
Luigi Ciminaghi, Martine Franck, Lyu Hanabusa, Mitsutoshi Hanaga, and 
Nicolas Treatt. The introduction, by Daniele Sallenave (1982), begins (as 
have several other writings that I have mentioned in this chapter) by 
stating that theatre photography is a marginal, and largely anonymous, 
form. Sallenave includes the academy as one of many parties guilty of 
using theatre photographs in a superficial way: the author claims that 
conservatoire teachers or theatre studies professors only seek out 
photographs as nothing more than precious documents, and in theatres it 
is only press officers who find any use for the photographs (1982, n. pag. ). 
The author contrasts this with the worlds of ballet or dance, where a large 
number of books, journals and albums are produced, and suggests that 
photography is more troublesome for theatre than for dance. 
Sallenave makes an astute critique of most theatre photography, 
and suggests that the usual types of image lead to a confusion whereby 
theatre is seen as a kind of raw material, an unpredictable event which 
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must be captured: for Sallenave this absurdly implies that theatre is the 
same as everyday life. While accepting that theatre is 'ephemeral', the 
author insists on the fact that theatre is constructed, and specifically is 
constructed as something repeatable. The author suggests that the 
photographer should never be a simple "mechanical recorder" (where the 
photographer is confused with the camera), and should not be expected 
to not take sides, or be "without any point of view'. " This requires a 
special kind of photographer, free from the accepted ways of operating, 
but also requires a certain literacy in the viewer, and recognition that 
learning theatre can occur by way of "learning (theatre) photography" 
(npag)65 
Sallenave considers how theatre photography might differ from 
other photography: while the camera is normally called upon to create 
drama (out of scenes of life), theatre photography must accept that this 
has already been done. Thus there is a danger that theatre photography 
might only "double theatricality" (n. pag. ). But Sallenave suggests a more 
hopeful scenario, whereby photography and theatre might instead 
remember their ancestry in the 'history of representation'; photography 
must move beyond the framed effect of the Italianate stage, and might 
then be able to expose, or exhibit, theatre's theatricality, underlining 
rather than "fixing" the convention. Sallenave seems to suggest that 
photography might constitute a reminder of the "basis of immobility and 
of silence from which theatre takes off". 66 The introduction concludes 
with Sallenave calling for archives to be maintained, since they constitute 
64 "enregistreur mecanique"; "sans point de vue" 65 "son approche et son apprentissage du theatre peuvent aussi passer par 
l'apprentissage de la photographie (de theatre)" . 66 "le fond d'immobilite et de silence sur quoi s'enleve l'acte theätral". 
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"a historical directory of forms, a grammar of gestures, an ethnography of 
the theatre act and of its historical avatars" (n. pag. ). 67 
A collection of photographs by theatre photographer Nicholas 
Treatt (Treatt, Chereau, Banu and Vincent 1984) is a distinct form of the 
photograph album, since it comprises photographs by one photographer, 
photographing the work of one director, Patrice Chereau. This is 
presented in terms of a collaboration between photographer and director, 
and signals a particular approach, whereby longstanding relationships 
between photographer and director are established; Sallenave (Sallenave 
1982, n. pag. ) mentions a few examples of this, which are included in the 
exhibition. There was, however, nothing particularly new, in the early 
1980s, about a photographer and a director having such a working 
relationship: as early as the 1940s, Lipnitzki photographed a great many 
of productions directed by (and often featuring as a performer) Louis 
Jouvet 68 
The back cover of L'Ecart constant, edited by Patrick Roegiers 
(1986), claims that the book is an attempt, not to link theatre and 
photography, but rather to explore the less obvious relationships between 
theatre (and other stage arts) and photography. Two articles in the 
collection concern theatre photography. Alain Bergala discusses theatre 
photography in contrast to cinema photography. The difference between 
the two, for Bergala, is ontological (Bergala 1986), and he notes that - 
unlike the cinema photographer - the theatre photographer must choose 
between stage photography and actor portraiture (54). The cinema actor 
67 &un repertoire historique des formes, une grammaire des gestes, une ethnographie 
de 1'acte theätral et de ses avatars historiques". 
68A number of these images are held in the Bibliotheque nationale de France. 
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is photographed, Bergala seems to suggest, in his natural habitat. A 
similar logic is employed by Benjamin (see 48-49; 238), and by Carmody 
(1990), who is concerned, not with cinema photography, but with 
differentiating the theatre still from the filmic frame. 
Claude Bricage writes about the question of the autonomy of the 
theatre photographer, and asks whether theatre artists should favour a 
photographer whose approach consists of "taking a few libertiesn69 or one 
who merely confirms their own point of view (Bricage 1986,49). This is 
a false question, evidently, and Bricage suggests that the risk of formalism 
in the photographer-auteur is no greater nor less than that of the 
dramatic author (49). Seemingly playing on the double meaning of the 
word repetition ('rehearsal' and 'repetition'), Bricage writes that it is 
repetition that allows the photographer to compose an image containing 
all necessary elements (50). He concludes by offering the formula that 
"theatre photography is the photography that dares stage theatre itself M70 
(51). 
Another essay in this book is a collaboration between theatre 
director (also a theatre photographer, and the son of a professional 
photographer) Antoine Vitez and Daniele Sallenave (Sallenave and Vitez 
1986): a series of photographs (some taken by Vitez) with commentaries 
on each image. Jean Sagne writes a history of nineteenth-century theatre 
photography, with particular attention paid to the links between early 
photography and illusionism, pointing out that photographers Daguerre, 
Disderi, and Atget all had links to the theatre (as showmen or sometime 
actors) (Sagne 1986,9). The article suggests that photography, although 
69 &prenant quelques libertes avec son oeuvre" 70 "La photographie de theätre, c'est celle qui ose mettre en scene le theätre lui-meme" 
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typically seen as having its origins in visual arts, can also be traced back to 
the theatrical experimentation of the early nineteenth century, which 
Sagne paints in a rather negative light (cf. Senelick 2002b, 323). Sagne 
posits that this operates as cross-contamination: while photography 
appropriated the curtain, the backdrop, etc., theatre sought at the same 
time - by way of special effects - greater realism onstage (10). Sagne goes 
on to consider the diffusion of the actor's image made possible by 
Disderi's carte de visite photographs, noting that many celebrities (and 
notably actors) chose to exploit this new technology (Disderi patented the 
format in 1854) to diffuse their image (10). According to Sagne, Disderi 
found in the photograph a capacity to 'transcribe' stage acting (11). Thus 
gestures from the stage found their way into the photographs; Sagne 
writes that the actress Adelaide Ristori, renowned for the extent to which 
her gestures were accentuated, lent herself to being the subject of Disderi's 
portraits (11) (and Sagne quotes a scathing account of a performance by 
the actress, marked by held gestures). Sagne writes that, in photographs 
of actors, Disderi found a hybrid photography located between the 
(bourgeois) portraiture of the time and the representation of a role (15). 
The author also links theatre portraiture to anthropological photography 
in describing a series of self-portraits by Paul Nadar, in which the 
photographer adopted 'exotic' costumes, and suggests that Disderi's work 
with actors was contaminated by this approach (18). Sagne describes the 
photographic session as, not the stilling of movement by photography, but 
rather as a process whereby the actor would reproduce stage 
performance which was itself still (15), and highlights that this theatre 
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photography took place before it was possible to photograph the stage 
(is). 
A further article in the same volume, by Chantal Meyer- 
Plantureux, represents the first significant article on theatre photography 
by this author, who has produced a large body of work on the subject. " 
The essay (Meyer-Plantureux 1986; Senelick 2002b, 323), offers a history 
of the evolution of theatre photography from the end of the nineteenth 
century to 1986 (the year in which the essay was published). The article 
focuses on French photographers, and foreshadows later essays by the 
author, as well as her monograph, which I will discuss later in this 
chapter. 
Photographers and Critics on Theatre Photography: 
A special edition of Theater, published in 1987, contains a number 
of articles dealing with theatre photography, written by critics, 
photographers and academics. Jan Breslauer (1987), an American theatre 
critic, writes about contemporary theatre photography in the USA. The 
author suggests that ignorance is a motif in much theatre photography, 
describing a process whereby a photographer takes many photographs of 
a play that they have possibly not seen (34), and the play is stopped a few 
times for photographs. Following this, photographs are selected, by 
people who, again, have probably not seen the production. Breslauer 
suggests that this state of affairs leads to an American theatre 
71 This thesis owes a great deal to the work of Meyer-Plantureux, in terms of her 
articles and monograph. Indeed, in looking at the work of Martine Franck and of 
Sophie Moscoso, I undertake work that was begun by Meyer-Plantureux, in her 1992 
book (based upon her doctoral thesis), albeit with a different emphasis. 
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photography that is "a practice with neither an aesthetic nor an ethos" 
(34). Breslauer also, like Byrne discusses the abundance of images as 
standing in contrast to the number that are ever seen - and is particularly 
concerned with the fact that theatre images are chosen for press purposes 
(34). The author indicates that these choices reveal a value system where 
emphasis is placed on "faces rather than scenes" (35), and the actors are 
made to look their best as the photographer photographs them from as 
close as possible, emphasising the individual, rather than the whole stage 
(35), Breslauer describes this in terms of a siding with the actors, and a 
disdain, perhaps, for the audience and suggests that stage photography 
both reveals this state of affairs, but also augments this separation: 
In witnessing the photograph of the theater event, 
we are removed yet another step, further absolved 
of responsibility for action. The world pictured is 
complete in time and space and has no place for us 
within it. Further, it is fixed in historical time in a 
way that live theater is not. When we are in the 
theater there remains the possibility that we could 
shatter the theater event, although we can never 
participate in it without first destroying it. When we 
are presented with the photo, even the option for 
destruction is taken away: we are as incapacitated as 
can be (35) 
Breslauer seems to suggest that the theatre photograph brings an 
awareness of the functioning of spectatorship in the theatre, citing the 
photograph as "evidence of a lack of vision in American theater" (36), and 
calling for higher standards for both photographs of theatre and theatre 
itself, and suggests that photograph might, where theatre refuses to live 
up to its potential, be the tool by which it is taken to task (36). 
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Photographer Gerry Goodstein echoes Breslauer's rather dim 
view of the press's relationship with theatre photography. Goodstein, 
recounts his experience with press photographers (as an actor), and 
suggests that the media would always favour images that were "sharp and 
brightly lit, with figures that filled the frame" (Goodstein 1987,22). He 
describes his own work as a theatre photographer in terms of an attempt 
to play a double game: fulfilling the needs of image circulation and also 
creating a record of performances: "I have been alternately dealing with 
and avoiding the troubled relationship between manufacturing marketing 
images and creating representative images" (23). At whatever behest 
they come into existence, the images outlive the production, and thus 
attain a significance: "[o]nce a production has come and gone, the 
photographs are all that is visually left of it" (23). Goodstein describes his 
method of photographing, which consists of both photographs taken as a 
dress rehearsal happens ('candids'), and also staged shots taken during a 
photo call. He suggests that "shooting only candids is tempting fate", and 
that their use prevents problems of costume or lighting from spoiling the 
results (23). This double approach seems rare in accounts of 
photographers' work, since most, as I have shown in examples in this 
chapter, seem to favour either one or the other, perhaps seeing this as an 
ideological choice. Nevertheless, Goodstein claims that photographs shot 
in a photo call are not "posed", but rather are "recreations of a particular 
scene from the play composed to accommodate the camera's point of 
view" (23). This way of working is made possible because of a 
relationship between photographer and company, and Goodstein 
describes his 'collaboration' with directors and actors (23,24); he suggests 
ý: ý. 
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that - despite the potential loss of authority, the director with whom he 
often collaborates has no qualms" about doing'set-ups' (24). 
Goodstein is critical of the position of the photographer in 
American theatre, whom he suggests is hired too late and for too short a 
time. Goodstein compares this to the job of the actor, suggesting that the 
photographer is expected to perform on "first reading" (24), rather than 
being given the chance to "develop his role" (24). He imagines a dream 
scenario, where photographers would be salaried, and would attend 
rehearsals; the scenario Goodstein describes, although virtually unknown 
on the American stage, has much in common with the work of a few 
European companies. 
The special edition of Theater also contains an article by Laurence 
Senelick, which is the first of a number of essays by this author dealing 
with theatre photography, and in particular with representations of the 
nineteenth-century actor (see 14-15,18). Senelick's article is illustrated 
with carte de visite photographs from the author's own collection and, as 
Joel Schechter suggests in his introduction to the journal, Senelick seems 
to be claiming that "actors rehearsed for photographs by performing a 
play" (Schechter 1987,4); the process is dissociated from notions of 
documenting stage action, and Senelick emphasizes the staged or posed 
aspect of the images. Nevertheless, what Senelick describes seems to be 
more reciprocal than a comparison with rehearsal might suggest: the 
performance of the actors' photography sessions in the studio resembles 
the performance in the theatre. Senelick suggests that the held poses are 
continuous with the held gestures of performance by which points would 
be made, particularly in melodrama (Senelick 1987,5). The author 
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writes that these images can be seen as a "rich record of the acting style of 
the 1860s and '70s, all the more valuable for being naive in its 
presentation" (5): the photographs, then, are not records of work 
onstage, and might not resemble what a spectator might see, but are 
nonetheless a "record" because they share a common notion of gesture 
with the performances done onstage by the actor. Senelick further 
distances these carte de visite portraits of actors from the idea of 
documentation with the statement that the wearing of costumes in such 
portraits should be seen as coextensive with the ways in which other 
photographic subjects would perform their roles before the camera (5) 
(see 14-18). Senelick associates the emergence of portraits of actors in 
costume with the advent of the carte de visite, stating that only 
exceptional examples exist from previous forms; the carte de visite, as a 
cheap and readily circulated form of photograph, distributed the image of 
the actor. These concerns are also the focus of Senelick's 1991 article 
'Eroticism in Early Theatrical Photography', although this article deals with 
a different set of images. 
Another article in the volume (Versenyi 1987) concerns portraits 
as 'theatrical' (14); the author considers that the term has been overused 
and "misappropriated by critics and artists alike" (14). This should be 
linked with the question of photography as performance, which I discuss 
in chapter 6. 
Meyer-Plantureux's 1990 article defines actor portraits as 
constituting theatre photography's "prehistory" (242), and considers how 
such images reduce the role to a facial expression, and reconstitute the 
"essence" of a character. She highlights a difference between 
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photographic portraits and previous actor portraits (paintings, 
engravings), and describes how photographer Antoine Carjat would 
literally borrow stage furniture for photography sessions (242-43); thus, 
for Meyer-Plantureux there is a will to give theatre photography a 
documentary character (243). 72 She asks whether theatre photography 
is a trace of 'the essential' or of secondary importance, and delineates two 
contradictory positions with regard to theatre photography. 73 The first of 
these sees theatre photography as research: on space, time, gesture, and 
memory; the second posits theatre photography as the guilty of a 
misunderstanding, and insists that theatre is, in fact, not "photographable" 
(Meyer-Plantureux 1990,240). Meyer-Plantureux quotes Daniele 
Sallenave in support of the first idea, and quotes Michel Cournot's article 
'L'impair des photos' in support of the second. Cournot's text suggests 
that theatre photography is superficial, and leaves the play "without 
movement, without rhythm, without sound and voice, without life"74 
(Cournot in Meyer-Plantureux 1990,241), and Meyer-Plantureux 
suggests that, for Cournot, theatre photography is a betrayal of memory 
(242). 
Meyer-Plantureux suggests that the first notion, whereby 
photography is research, can be separated into two strands: theatre 
photography as a tool, which Meyer-Plantureux links to the work of Ruth 
72 Meyer-Plantureux also makes this point in an article about Sarah Bernhardt (Meyer- 
Plantureux 2000). 
73 Meyer-Plantureux' article concentrates on theatre photography in France, but has 
relevance beyond this. That said, it seems the case that the depth of Meyer- 
Plantureux's analysis, and the range of examples upon which she is able to draw 
might only be possible in the case of France, where theatre photography, if not more 
common than elsewhere, has certainly enjoyed more prominence, in part because of 
the existence of specialised photography agencies, and also because of directors and 
companies that have emphasised such work. 74& piece sans le mouvement, sans le rythme, sans le son et la voix, sans la vie" 
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Berlau with Brecht, and, on the other hand, an "ethnography of the 
theatrical act"" (241). The author considers this ethnographic work to 
have started with Roger Pic'b in 1945, who, for Meyer-Plantureux, sought 
to "disappear"" when photographing theatre (244). For Meyer- 
Plantureux, Pic's approach distinguishes itself by way of the 
photographer's making no attempt to "cover" all aspects of the theatre 
performance (244). This approach is contrasted with that of later 
photographers such as Treatt, Birgit and Bricage, whose work is a 
challenge to "the idea that there can be a single 'faithful', 'objective' 
approach m78 (246) to photographing a production. 
Meyer-Plantureux suggests that theatre photography is often 
relegated from the status of art to the status of a technique, and suggests 
that - for critics - theatre photography will always be secondary to 
theatre; however, she states that it can be an art form in its own right for 
those who are open to the encounter of photography and theatre. The 
article also bemoans the state of archives and collections in France. 
Meyer-Plantureux's monograph, La photographie de theatre ou 
la memoire de ]ephemere (1992) is in part a call for theatre photography 
to be taken seriously, and for theatres and directors to budget for it (169). 
Meyer-Plantureux's book is specifically focused on theatre photography 
from 1945 onwards, and the author justifies this focus in suggesting that 
theatre photography was subject to a shift after Roger Pic, and a few other 
photographers, who were the first photographers able to work without 
's "1'ethnographie de l'acte theätral" 
76 For a representative collection of photographs by Pic, including dance photographs, 
see the relevant section of Spectacles (Lartigue, Le Prat, et al. 1994,131-51). 
""s'effacer devant le theätre" 
78 "l'idee qu'il ne peut y avoir une Beule approche « fidele », « objective N d'un 
spectacle" 
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requiring either stillness from actors or the use of supplementary lighting. 
For Meyer-Plantureux, theatre photography in 1945, before Pic, had been 
almost unchanged since the beginning of the century (19), and consisted 
of actor portraits, and in particular of posed photo calls. Although the 
focus of the monograph is post-1945 photography, where photographers 
like Pic would seek to make "photographs that show exactly what 
happens onstage" 79 (Pic quoted in Meyer-Plantureux 1992,20) Meyer- 
Plantureux offers many insights on the practice of the photo can. She 
compares this practice to painting, with the photographer in the position 
of the artist (although, it seems that this role might be shared between the 
director and the photographer, who would join the photographer in 
staging the actors for photo calls). The stage is transformed, in fact, into a 
studio, and the photographs focus on full body portraiture of the actor or 
the group. By way of the use of flash, and tight framing that excludes 
scenery and props (and leaves only costume), these photographs 
"evacuate the show's own lighting and sceneryn8° (20). Such photographs 
were taken in seances, attended by several photographers, and Meyer- 
Plantureux demonstrates the uniformity and impersonal nature of the 
photographs produced in such sessions by placing two almost identical 
images by different photographers (Lipnitzki and Bernand), taken at the 
same photo call (21). Next, the author demonstrates how Pic's 
photographs from the same production differ from the work of the 
established theatre photographers of the day in that poses are not 
directed to the camera. The possibility of including elements beyond the 
character (revealing the situation), and the absence of flash makes for a 
79 "des photographies qui montrent exactement ce qui se passe sur scene" ao "La photographie evacue 1'eclairage et le decor propres au spectacle" 
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more natural photograph (22-27). Meyer-Plantureux describes this as 
the beginning of 'reportage' and of the 'photo-document', moving theatre 
photography beyond its functions in publicity and what the author 
characterizes as the 'narcissistic' use of the actor portrait (27) towards an 
engagement of directors with photographic archives. Meyer Plantureux 
implies that shifts in theatre photography correspond to shifts in the 
production of theatre: from the actor-manager (actor portraits taken in 
the studio), to the emergence of the director (posed photo calls onstage), 
and one might follow this logic and suggest that documentary approach 
maps onto the emergence of the director as the head of a collective. 
Meyer-Plantureux's thorough investigation of theatre 
photography continues, with a slight shift in emphasis, in an article 
published in the CNRS edition Le Corps en jeu. Here, the author develops 
ideas around stillness and movement that are prefaced in her insights on 
the pose and the photo call. Movement was absent (or, rather, invisible) 
in the earliest photography (Meyer-Plantureux 1993,101), and, quoting 
Michel Frizot, Meyer-Plantureux writes that early photographs of the 
streets of cities gave the impression of emptiness. For Meyer- Plantureux, 
early photographers had no choice, and were powerless in their use of a 
technology that could not fix movement. The work of Eadweard 
Muybridge and Etienne-Jules Marey (see chapter 2, 'Scientific Studies and 
Mime Photography') marked the first technology able to capture 
movement, and thereby analyse it, in particular by way of sequential 
decomposition (101). Meyer-Plantureux sees this work as one side of an 
opposition that emerged: Muybridge and Marey were concerned with 
making successive shots, and with sequence, while, conversely, futurist 
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(or post-futurist) photographers (such as the Bragaglia brothers) were 
concerned with dynamics, and will photographing movement's 'trace'. 
The author considers that these two approaches can be traced through 
theatre photography, with, for example, Birgit on the side of the trace 
(the blur) and Delahaye on the side of sequence 
Emphasis on Process, and the Spectacle of Rehearsal: 
An article by Michele Pearce, in American Theatre (Pearce 1994) 
accompanies the a set of images by six prominent American 
photographers (32), who Pearce describes as working in dress rehearsals, 
"[chasing] after ephemeral magic". One of these is Goodstein, and T. 
Charles Erickson, another photographer, echoes Goodstein's description 
of the set up shot, calling it "an insurance policy" (Erickson in Pearce 
1994,32). Michal Daniel describes himself - in opposition to Breslauer's 
(see 106-7) description of the typical place of the photographer- as being 
'the most dedicated audience member" (Daniel in Pearce 1994,32). 
Three out of the six photographers are former actors, and the 
descriptions of the photographer's work suggest a collaborative and 
creative process. 
Nicole Leclercq (Leclercq 1996), in a conference on 'New 
Technology', describes theatre and photography's love/hate relationship 
over the years, and in particular suggests that video has recently arrived 
on the scene, triangulating the couple. This is one of the first writings on 
theatre photography to consider the competition (or collaboration) of 
video (see 251). Seeming to suggest that the work of certain 
photographers (including Treatt) is a response to video's way of recording 
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performance, Leclercq describes such photographs as "work in its own 
right" and "research", 8' and suggests that photography becomes creative 
when it is freed from its obligation to document. 
Although many theatre photographs are taken in rehearsal, the 
images created are generally intended, more or less explicitly, to represent 
a performance, to simulate what an audience member might see (or 
expect to see). In a few cases, however, rehearsal photographs are 
presented as such, inviting the viewer to see what happens in the - usually 
hidden - working processes of theatre. 82 Such a revelation is the 
rationale, perhaps, behind a series of books published in the UK by the 
National Theatre. The first of these (Haill 2001) covers a period from 
1976 to 2001, and seems to emphasise the idea that the photographs 
offer a hidden view. The author also hints that the photographer's arrival 
in the rehearsal room constitutes a sort of opening night (Haill 2001, 
passim), a rehearsal for the opening night. 
Iconography and the Photographic Document: 
A volume in the field of 'theatre iconographyr83 was published in 
2002, the result of meetings of the European Science Foundation 
Network in 1998,1999, and 2000. Although this is not the first book 
devoted to theatre iconography, or even the first to discuss the scholar 
81 "une oeuvre a part entiere"; "recherches" 82 Theatre Outlook (Priestley 1947), which boasts of its "32 photogravure plates", also 
contains 'behind the scenes' views, of rehearsal (including a comparison of two 
scenes, onstage and in rehearsal), as well as theatre meetings, making it a forerunner 
of the books to which I am referring in this section. 83 It is worth noting that the term 'iconography' tends to be linked to approaches to the 
image based on Panofsky's notion of 'iconography, although this is critiqued in the book. 
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faced with such materials, 84 and presents various resources for scholars 
wishing to work with visual materials, as well as including a range of 
images on a CD-ROM. This raises important questions in theatre 
photography (notions of gesture and pose in particular): the Preface 
suggests that photography is the 'touchstone' of visual documents 
(Molinari 2002,12), and draws on Barthes' observations about 
photography's origins being in theatre rather than in painting (12-13). 
Laurence Senelick sees the idea of photography emerging from painting 
as the "accepted cliche of art history", and also cites Barthes' comments 
from Camera Ludda (Senelick 2002b, 317). Senelick locates 
photography's origins in the theatre, reminding us (as did Sagne, and as 
indeed does Barthes) that early photographers, including the earliest of 
all, Louis Daguerre, were involved in the theatre (Senelick 2002b, 318; 
321). Senelick gives a detailed account of late nineteenth-century actor 
portraits, and argues that the "statufication" (325) of the sitter of the 
portrait made reference to certain actorly norms, and referenced the 
classical; moreover, Senelick draws on evidence regarding how stage 
acting would be done at the time of the photographs, and suggests that 
the practice of the photographers, based on the individual actor, was in 
fact at odds with the idealistic approaches being undertaken onstage 
(325-326). Indeed, the approach of the photographers, rooted in notions 
of physiognomy and the staging of civic status and profession, is at odds 
with the photographing of an actor in role, and the tension between actor 
84 One comprehensive volume is Thomas F. Heck's Picturing Performance (Heck, 
1999). Like the volume I am discussing, Heck's book is conceptual, as well as giving 
lists of archives and collections of theatre iconography. The only reference, however, 
to theatre photography in the book concerns the utility of photographs in researching 
scenery; this is nuanced, as the photograph in question is revealed to be a copy (a 
photograph of a photograph) (154). 
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and role is something that Disderi, Senelick suggests, was ultimately 
aware that the camera could capture (328). Senelick concludes by 
claiming that photographers' aspirations to be artists were thwarted when 
photographing actors, due to "technological deficiencies and theatrical 
conventions" (330), but suggests that their loss is a gain for the theatre 
historian, who can only benefit from the way that the images, failing to be 
art, point all the more intently at their referent. 
Senelick is also the editor of a volume of Theatre Survey from the 
same year, focusing on theatre iconography. Senelick's introduction 
(Senelick 2002a) gives an overview of the history of the field of theatre 
iconography, which the author states that Heinz Kindermann called for as 
early as 1957 (129). Quoting Cesare Molinari, Senelick suggests that 
pictures - even those that share a 'direct' relationship with a particular 
staging or production, should not be seen as documents, but rather as 
"'elements of a more direct project'" (Molinari in Senelick 2002a, 130), 
comparable to designs for set or costume. Therefore, the scholar, 
Senelick suggests, should aim to be aware of the circumstances that gave 
rise to the images (130). This is compared to the position of the art 
historian or the literary scholar, who deals "with the artefact itself", 
whereas theatre historians have only "the documents", which they use to 
"re-create (reinvent? ) the absent performance" (130); the theatre scholar 
must contend with, and struggle against, "the temptation to make the 
document say more than it does" (130). These are the issues dealt with in 
David Mayer's article in the volume, which Senelick introduces, and which 
begins with what - in the light of the issues outlined by Senelick - is a 
provocative statement: "Photographs show what performers actually look 
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like" (Mayer 2002,223). Mayer explores the ways in which photographs 
appeal to the theatre historian, and seem to offer themselves as a solution 
to the very problem of being a theatre historian, allowing the viewer to 
become a "scientific observer" (223). Mayer's attitude to photography in 
these opening paragraphs is a familiar one, since numerous critics have 
similarly found themselves, despite an awareness of both photography's 
social construction and its tendency towards trickery, taken in by the 
photograph and its claim to offer up something that was there: "we tend 
to snatch at theatrical photographs, leaving our critical faculties at home" 
(224). Mayer delineates points about theatre photographs (his article is 
specifically about Victorian British and American actor portraits). Mayer 
claims that some of these images showed "simulation" (228) of 
performance, and states that, although the images cannot be taken as 
"evidence" of performance, that "we may learn something about the 
actor's stance or attitude, or balance and distribution of weight" (228) 
from them, and that the gestures - albeit limited to those that the actor 
would be able to sustain for the long exposure time - may also be a source 
of information. Mayer describes the circulation of these images, which 
changed with the development of technologies and the shifts in the cost of 
producing photographs, and the ways in which viewing became wider85 as 
photographs could be printed. The carte de visite photograph marks a 
shift whereby multiple images could be produced at once, but - as Mayer 
notes - this format was supplanted by the "cheaper and larger 'cabinet' or 
(still larger) 'boudoir' or 'Paris panel' prints" (229). Mayer states that, as 
85 Mayer describes the stereoscopic photograph, which required a special viewer, and 
which would render an impression of 3D -a great many theatre portraits were taken in this format. For more on stereoscopic images, see Crary's Techniques of the Observer (19 9 0). 
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prices fell, actors began to send images to theatre managers and to agents 
(229). 86 The circulation, Mayer points out, is not merely attributable to 
photographic developments, but also to the development of rail travel and 
printing. " 
Mayer emphasises that photographs, if they are to be used as 
more than depictions (which they may well not be), then the 
photographic object, that is, "not merely the image but the entire 
photograph" (232), including inscriptions. Mayer suggests that such an 
approach, taking the photograph as "evidence" of a context, summons the 
transaction and relationship "between the performer, the photographer, 
and the consumer" (232). This constitutes an attempt to embrace the 
specificity of the photograph qua object, rather than simply use the 
photograph as provider of access to the image beyond. 
Performance Art and Photography: Photography of 
Performance and Photography as Performance: 
In the catalogue to an exhibition entitled 'Photography as 
Performance', David Briers ([1986] n. d. ) describes the affinity between 
performance art and photography, but suggest a rather parochial affair, 
noting that performance photographs are rarely published in any great 
quantity. He notes, however, that books on performance art nonetheless 
almost always contain pictures, and contrasts this with writings on 
86 It is worth noting that, although the actor portrait is no longer widely used for 
publicity purposes, it remains part of the process by which actors seek and find work, 
circulating almost exclusively (one possible exception to this is the autographed 
headshots that film, and some theatre, actors distribute to fans) in a professional 
sphere. 
87 Writing about a period some hundred years later, Marshall McLuhan suggests that 
tourist photography and air travel coevolved in a similar way (see 194-95). 
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theatre, which he suggests are very often published without illustrations. 
In an essay that makes a series of points about performance and 
photography that will continue to be of relevance to performance critics 
for years to follow, Briers suggests that there are, in fact, "two linked 
genres" of performance photography: the first being staged photographs 
of performance that may or may not have taken place (Briers cites Yves 
Klein's Le Saut dans le vide, photographed by Harry Shunk), 88 which are 
effectively art objects in their own right, and which Briers links to both 
Victorian genre painting and the work of "early art photographers who 
set up tableaux in the style of academic painters". The second category is 
continuous with the wedding photography that the author mentions at 
the beginning of the essay, and is what Briers calls 'photo -documentation'. 
A book of photographs by West Coast performance art 
photographer f-stop Fitzgerald entitled DOC-U-MEN-TIA, published in 
1987, begins with a quotation from'David Briers, and is an interrogation 
of the notion of photographic documentation. A. D. Coleman's article 
(Coleman 1987) states that "There are no neutral photographs" (1)89, and 
proposes that the photograph is shaped by the influence of the 
manufacturers of photographic equipment, and by the photographer. 
Coleman suggests that the photograph is shaped, and made up of, the 
interaction of these biases with "whatever was before the lens at the 
moment of exposure". Thus, a photograph is a "collaboration between 
subject, photographer, and medium" (1), and the latter seems, for 
Coleman as for other writers on photography, to be invested in its own 
88 Rebecca Schneider's Solo Solo Solo (2004) is one of several recent writings that 
draws on the problems raised by Klein's 'performance' in this photograph. 
89 The pages of the book are not numbered, but correspond to numbered figures on the 
opposite page -I have opted to use these numbers as pagination. 
121 
apparent absence: "it calls as little attention to itself as possible, seeking no 
credit for the final results" (1). Coleman writes about the photography of 
what he calls "the avant-garde" (and this seems to be particularly 
concerned with performance works), and notes that this work has had a 
dual relationship to being photographed: it has been happy to receive 
"photographic annotation" (2), but has also been guilty of a mistrust for 
this annotation. Coleman notes that the will to be photographed is both 
understandable and ironic in the context of "private, ephemeral, or site- 
specific" work (2). He notes also that disdain - or perhaps it is in fact 
ambiguity - gives rise to a "virtually wilful ineptitude" in the photography, 
which is "presumably a signifier of photographic innocence" (2). This 
amateurish approach is considered a "style" (2). Nonetheless, Coleman 
describes a history of collaboration between photography and theatre, 
performance, and dance. The author suggests that it is Erving Goffman's 
'frame' that links theatre and photography (see chapter 6), and cites 
collaborations with a number of well-known photographers (2). 
Coleman also makes a comparison with photographs of rock musicians, 
suggesting that these performers have established stronger relationships 
with photography than those enjoyed between performance artists and 
photographers, predicated upon a "rewarding dialogue" (3); he suggests 
that Laurie Anderson can be seen as a crossover artists between rock and 
performance art, and notes that this may account for Anderson's superior 
photographic legacy (3). 90 f-stop Fitzgerald, whose early career was as a 
photographer of music acts, is offered as another point of crossover, and 
Coleman suggests that this is the photographer's strength. Coleman 
90 See Anderson's foreword to Performance: Live Art Since the 60s (Goldberg 2004b). 
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claims that the book, and Fitzgerald's corpus, can be considered the 
beginning of a new performance photography, allowing for 
"collaborations through the lens between performance artists and 
photographers" (4). Suzaan Boettger's text in the same book reinforces 
Coleman's rejection of photography as invisible, and likewise suggests that 
Fitzgerald avoids "direct documentation, the invisible eye of the 
photographer providing transparencies of experience" (Boettger 1987, 
40); rather, the photographs are closer to "expansive creation", and the 
images are simultaneously documents of performance and portraits of 
artists (40). 
The notion of documentation is particularly strong in writings on 
performance art from the 1990s and early 2000s. 9' An exhibition 
catalogue, from 2000, shows work by photographer Hugo Glendinning, 
with text by Tim Etchells of Forced Entertainment (Glendinning and 
Etchells 2000). 92 Etchells and Glendinning have a very particular 
relationship, as director and photographer of the company, and 
Glendinning has sought to photograph in a manner coherent with the 
company's work: Tim Etchells recounts that, for Club of No Regrets 
(1993), the appropriate manner involved the photographer losing a 
certain amount of control: 
Hugo and I talked about how he might photograph 
the work and he said that he'd 'like to take the 
pictures in the equivalent way to the way we were 
91 This is, of course, linked to the questions of performance's ontology discussed in the 
introduction to the present thesis. 
92 Glendinning's photographs also illustrate Live: Art and Performance, which was the 
result of a series of events at the Tate Modern, London, in 2003. The book offers 
numerous comments on documentation, on photography, that are of relevance in this 
thesis. 
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working theatrically', and I asked 'What's that then? ' 
and Hugo said that he was going to photograph the 
piece without looking through the camera. (Etchells 
1999,110) 
Glendinning has frequently participated in the development of Forced 
Entertainment's shows in a direct way and his photographs are 
consciously incorporated into the work. Glendinning photographs 
rehearsals and participates in the creation of the shows. 
The exhibition 'Art, Lies and Videotape: Exposing Performance', 
which took place at Tate Liverpool in 2004, foregrounded questions of 
the documentation of performance. The exhibition gave rise to a book 
(George 2003), comprising photographs from the exhibition and essays. 
As elsewhere, 93 writer RoseLee Goldberg (Goldberg 2004a), focuses on 
the task of creating a history of live performance, and considers the 
question of documentation, and writes that the historian's approach to 
such work is comparable with the iconographic 'reading' of a painting, 
suggesting that it is the curator who faces a more complex task (24). 
Tracy Warr's essay (Warr 2004), which follows Goldberg's in the book, 
considers the ways in which viewing of performance photographs is 
informed by, on the one hand, a theatrical tradition (in which the 
document has "only a subsidiary status" (30-31) and, on the other, a fine 
art or art history perspective, whereby "representation and simulation 
have always had an integral role" (31). Warr considers the spectatorship 
of performance, and considers how this is shaped by experiences of 
documentation (31). For Warr, performance art differs from a theatrical 
93 Goldberg has given particular emphasis to performance documentation in her 
monographs and essays. See, for example, Performance: Live Art since the 60s (Goldberg 2004b); Goldberg has set herself the task of historicising the performance 
photograph as an integral part of her writing of performance art's history. 
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tradition in that photography has always been, beyond merely having a 
"documentary status", "an integrated practice", with works often 
performed for the camera (33), reemphasising the familiar point that 
'documentation' refers to two distinct kinds of document in the context of 
performance art: 94 This distinction is the focus of Philip Auslander's essay 
'The Performativity of Performance Documentation' (Auslander 2006), 
which largely seeks to blur it. Auslander delineates these two modes using 
the terms 'documentary' and 'theatrical' (1). The first mode, the 
documentary, is a record of a performance and proposes an ontological 
relationship with the performance that precedes it. The second mode, the 
theatrical, refers to documents that are themselves the space of a 
performance. In the case of documentation of performance, we are 
talking about documents that are perceived to reference a performance 
which the user of the document may or may not have seen. In the case of 
documentation as performance, the performance takes place when - and 
presumably where - the document is used. But the two are linked: as 
Auslander notes, Amelia Jones (Jones 1997) has argued against a 
privileging of the seeing of a live original over a document; and once it is 
documented, a performance is performed for the viewer of the 
document, and thus indistinguishable from performance. It is significant 
that it is the document of performance that causes anxiety, and not the 
document as performance; the former is often perceived as a threat or 
challenge to live performance (see 27-29), the latter seems to attract far 
less controversy. Auslander points out that the difference between 
94 This has already been suggested in this chapter, where one article about Cindy 
Sherman's work (Versenyi 1987) appears in a journal that is mainly concerned with 
photographs relating to stage performance. Sherman's work is by far the most 
frequently written about of the category of photography as performance. 
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viewing a photograph for which a performance was expressly and 
exclusively staged (the document as performance), and viewing one 
where an audience was present, is ideological (1), and the question of an 
'original' audience becomes tricky as soon as a performer documents. 
Auslander writes: "it is not the initial presence of an audience that makes 
an event a work of performance art: it is its framing as performance 
through the performative act of documenting it as such" (7), and suggests 
that concerns about whether an audience was present (as in 
documentation of live events) or whether the performance was 
performed to the camera emphasise the wrong relationship: "the crucial 
relationship is not the one between the document and the performance 
but the one between the document and its audience" (9). 
This seems an appropriate point at which to conclude this 
examination of writings about theatre and performance photography. 
Any attempt to place brackets around this wide field of theatre 
photography is necessarily rather arbitrary, but - in the accounts that I 
have examined here - there is a sense of circularity in that, despite 
protestations to the contrary, theatre photography has always been both 
staged and documentary: this notion is as clear in looking at theatrical 
portrait from the nineteenth century as in recent work by performance 
art photographers. If, as Auslander (2006) suggests, these categories are 
not as distinct as has been supposed, and if the relationship that should be 
emphasized concerns how photographs are viewed, it is all the more 
fruitful to examine instances of theatre photography in ways that 
emphasise how photographs are both produced and used within theatre 
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and performance practices, and all the more necessary to take theatre 
photographs seriously, which is the overall position of the works I have 
examined in this chapter. To do so means drawing on concerns that are 
raised in the writings I have examined: the relationship between stillness 
and movement, the notion of the pose, the relationship between 
recording and learning, the stakes of photographing disappearance, the 
notion of the camera's organising power, photography as citational, the 
convergence of the camera and the spectator, the notion of co- 
participation by photography and theatre. 
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CHAPTER TWO 
Capturing Stillness: the Mime Photography of 
Etienne Bertrand Weill 
Photography, in fixing the truest scenes of dramatic 
production, for half a century only symbolically mimed 
its own function: to conserve the trace of a state of total 
immobility" (Sagne 1986,15). 
Hence the integral relationship between the still 
photograph and the pose. The subject freezes for the 
instantaneous exposure to produce a frozen image, 
state results in state. (Wollen 2003,219). 
Maybe using film I could be on the stage and in the 
audience at the same time (Decroux [1979] 2000/2001, 
31). 
Photographs by Etienne Bertrand Weill, " images showing Etienne 
Decroux and his students and collaborators at Decroux's workshops, 
offer a complex insight into both corporeal mime and photography, and - 
I will argue - reveal unexpected connections between the two. 
This 
chapter, which examines a few images from this collection alongside 
accounts of the work, considers how the relationship between mime and 
95 "La photographie, en fixant les scenes les plus conformes de la production 
dramatique, ne fait, pendant un demi-siecle, que mimer symboliquement sa propre 
fonction : conserver la trace d'un etat d'immobilite totale. ' Sagne is specifically 
referring to nineteenth-century actor portraits (see 14-16). 
96 Etienne Bertrand Weill (1919-2001) was Hans Arp's photographer prior to his 
work in theatre and performance. His most celebrated work is probably in the world 
of mime, having made, along with his work on Decroux, numerous photographs of 
early stagings by Jean Louis Barrault and Marcel Marceau. In the late 1960s he also 
worked on scenography with Jacques Polieri. He worked extensively as a theatre 
photographer for much of his life, including photographing for Antoine Vitez in 1974, 
and collaborating with artists such as Stockhausen and the French National Opera and 
Ballet. He also taught photography at the Sorbonne from 1975 to 1986, and was the 
author of numerous articles. Over several years, Weill undertook a project creating 
abstract images called 'Metaforms', a photographic exploration of movement's still 
traces, this photographic research led to experiments with stage design and Metaforms 
designed to accompany music. 
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photography articulates itself, and concerns itself with mime in 
photographs, and photography in mime. While the images expose a 
hidden and secretive practice, and are the result, perhaps, of a certain will 
to document, they nonetheless constitute a challenge to the idea of 
documentation. The photographs resonate with practices such as 
theatrical portraiture and the chronophotographic experimentation of the 
late nineteenth century, as well as with the practice of corporeal mime 
itself. In recalling early photography, and photographic experimentation, 
the work also recovers the theatrical aspect with which that work - for all 
its claims of being scientific - is haunted. Weill's images challenge the 
opposition between photography as still and performance as moving, and 
are blueprints as much as recordings or traces, disrupting habitual 
temporalities associated with both performance and photography. 
The work of Decroux largely took place behind closed doors, in 
camera, and Weill's photographs emerge not only offering a view on this 
work, but also proposing a means by which it can be understood, by way 
of photographs; the corporeal mime is not so much recorded in the 
photographs, but rather the photographs are infused with it, with the 
staging of bodies mapped onto the photographic images, rendering 
mime's photographic logic. Thus the viewing of photographs does not 
offer glimpses, or instants, of frozen performance, but instead embody the 
sequential reception of units of corporeal mime. The work of Decroux is 
not captured, to then be revealed in the circulation of photographs, but 
rather the practice of photographing seems to share a space with the 
corporeal mime work, and the viewer is prompted to negotiate the 
images in this way. 
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Preparation and Performance 
I have selected a number of published images from Weill's corpus, 
these can be broadly parsed into two types: workshop photographs and 
corporeal mime 'studies'. The first image I wish to consider (Figure 1), 
which dates from 1947, shows Decroux with participants from his 
'atelier'. Weill's images cover an entire working process, the work of a 
group. Just prior to and at the same time as working with Decroux, in 
the mid-1940s, Weill undertook a long and detailed project documenting 
the lives of mechanics. 97 Given the scope and approach of his work with 
Decroux, as well as the coincidence of these projects, one can conceive of 
Weill's collaboration with Decroux as the continuation of this 
documentary work: images such as Figure 1 suggest that he was seeking 
to document the daily life of Decroux and his entourage in all its variety 
and particularity, and was perhaps - like the contemporary reportage 
photographers - constructing a narrative, or what the Magnum Photo 
agency - founded in 1947, the year in which Weill first worked with 
Decroux - would call a'story'. 99 
"This set of images, 'La Vie des Mecanos' is housed at the Bibliotheque nationale de 
France. 
99 A 'story' is defined thus "any body of work, whether an account of an historical 
event or a set of entirely personal pictures (often qualified as a 'personal essay')', and, 
"[t]he recording and publishing of sequences of still photographs that give account of 
situations and events - the photo story - is photojournalism's big idea' (Boot 2004, 4). 
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The images of this work in I)ecroux", aftlii'r, of WIºich l igurc I is 
eºnl1lematic, ran lie cººnStruec1 as showing work in 1), -c-ss. . 
lust as a 
viewer ()I Wcill's photographs Of nlcchdºlics might note Ow Imvcrty in 
which tllcºsC individlu, ils lived, or the harsh iiidustri'al 1,11ldscapc ill which 
they worked, thcºc is muIR-11 rcvcalccd in these images of the milieu anti 
circumstances in which I)ccroux's work t(oo)k place. We can sec the room 
in which the work was undertaken, and dcternºine that It is m, a 111c, 111-c, 
but more probably an appr(yridted space - lliis is hacked Iii) 
1)y WeeiII 
(2000/2001,11), who recalls I)ccrººux's working in a primary school. 
We can also determine (also supported in Weill's account) that it Heist 
have heen (: 01(1: participants in the ateliers (generally except 1110"C actually 
perI'orminl; at the time) are dressed in outdoor cl otliini;. WC Can also 
identify specific individuals: as well as I)ecrotix and Il: liaaiie e; tiyoii, the 
photograph also shows, in the foreground, a young Marcel Marceau. All 
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of this affirms the images' documentary credentials, and accounts of 
Weill's photographic approach also suggest this. 
Weill would not position his photographic subjects (Weill 
2000/2001,13), but instead would photograph discretely. Unlike other 
photographers, who had attended the ateliers before Weill, and with 
whom Decroux had clashed due to their need to "pose the actors, bring in 
lighting" (Weill 2000/2001,13), Weill claims he would sit in the atelier, 
and - without the use of flash - take photographs as things happened. 
Weill's archive of photographs from the ateliers is heterogeneous 
(photographs of participants, onstage photographs, but also posed 
portraits, photographs of visitors to the atelier), showing various phases 
in the work. Almost none of the images seems arranged for the camera 
(exceptions are the portraits and obviously posed group shots of the 
entire school, which are the only images in which people are looking at 
the camera). Weill, despite writing about his experiences with Decroux in 
terms of photographic research (Weill 1954) does not appear to have had 
a particular brief, and seems to have photographed in an aleatory manner, 
going from one subject to another, photographing as events unfolded. 
While the portraits were probably produced for a particular purpose 
(perhaps to do with commemoration or posterity), the ensemble of 
images seems to be about following and observing a working practice, 
complete with its discussions and breaks: the life of a company of people. 
The bulk of the images seem to belong to the category of rehearsal 
photography. 
Much theatre photography, for a number of reasons, is shot in 
rehearsal; as well as photographs that - actually taken during dress runs - 
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present themselves, or are presented, as showing stage action, while 
another - more marginal - form of theatre photography focuses on 
photographs taken as rehearsal documentation (see 116,198). But this 
idea does not suit Weill's work, since the notion of rehearsal itself does 
not sit well with the work of Decroux. Accounts of Decroux's work 
suggest that any separation of preparation and performance is 
problematic to say the least. In Decroux's work, it seems, little emphasis 
was placed on public performances. Although Decroux attained acclaim, 
and attracted - even as early as the late 1940s - the interest of a great 
many practitioners (receiving a visit, for example, from Edward Gordon 
Craig in 1947), and considering the important place Decroux's corporeal 
mime occupies in histories of European theatre, it is perhaps surprising 
that little work was shown beyond the confines of Decroux's cohort of 
students. Despite a few public shows, taking place in France and around 
the world over several decades, the majority of the public work of 
Decroux involved the promotion of corporeal mime, rather than the 
mounting of specific productions. 
Decroux, like Jacques Lecoq - and the two share a lineage 
through Copeau - is a rare example of major theatre practitioner whose 
most important work was as a teacher. Indeed, Decroux's trajectory, as a 
performer, or director, took him around the world (including an 
extended stay in New York City in the late 1950s), and always seems to 
have comprised a pedagogical and research aspect (in New York City, for 
example, Decroux presented shows, while also running a school on 
Eighth Avenue): lectures, open workshops and sometimes presentations 
of short scenes of work in progress. This work in development and 
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evolution has lead to a number of companies and artists, who tend to 
operate in this way, combining performance and pedagogy, and, like 
Lecoq, Decroux's work has spread, and become known due to its 
continuation by students. 
The bulk of Decroux's work, then, took place in relative isolation. 
Decroux taught throughout his life, and this took place - apart from the 
occasional trips abroad, in and around Paris, initially in a variety of small 
venues (such as the site of the photographs that I consider here), then, 
later and for many years, in the basement of Decroux's house in the Paris 
suburbs. This basement effectively became Decroux's workshop and 
school. Accounts of the work of the school suggest a very intimate, 
focused and perhaps remote place. Decroux's workshops brought 
together a small number of people in a confined space, with few other 
than participants in the work being exposed to corporeal mime. Accounts 
of the work support this, and Decroux's school has even been compared 
to a cult or a sect: "some small, strict holy order from which the whole 
church benefits" (Bentley in Sklar 1995,108), reinforcing the idea of 
isolation, as well as of intensive and committed study. Indeed, few 
modern theatre practices seem as secret or secretive as does Decroux's 
corporeal mime. The hidden aspect of the work, which is all the more 
pronounced that it appears voluntary and systematic, is what has led 
Eugenio Barba to call Decroux a 'hidden master' (Barba 2003). 100 
At the school, despite the emphasis on training and research, 
performances and presentations were an important aspect of the work. 
goo Thomas Leabhart defines Decroux as a master in that his work demands immersion 
and serious engagement from its participants (private interview, Paris, September 
2002). 
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In particular, former students tell of the regular 'improvisations' on Friday 
evenings (for example, Sklar 1995,118), scheduled each week for the 
presentation of work by students. But it is very clear that these were not 
public performances, but rather the presentation of findings, performed 
for an initiated audience, primarily made up of other students. It is worth 
noting that, among the initiated in this small, closed group were those 
involved with documenting the work. Sklar (1995,118) mentions that, 
apart from students, the only spectator at the Friday night improvisation 
sessions at the atelier was a sketch artist, who would sit at the back as 
students performed. Photographers were also invited to take this place. 
Despite, or indeed perhaps due to, the private nature of this work, it 
appears that Decroux was very keen that a photographer be present, and 
- again - was exacting about what he thought the photographer's role 
should be; Weill (2000/2001,13) suggests that Decroux found a good 
match in him, since his approach did not interfere with the students' 
work. 
The work of Decroux has been characterised as being relatively 
unconcerned with audience. Thomas Leabhart (2007,14) suggests that 
this is not only born of a preoccupation with training or practice, but also 
constituted an artistic and political choice: "[f]or Decroux, desire to please 
an audience, to win them over, revealed a lack of taste, of courage, or 
even a moral or spiritual failure. " Decroux Q1979] 2000/2001,31) 
suggests that an audience must not figure in the work of corporeal mime: 
mimes must first of all please themselves and "not think about the 
audience". Dorcy (1962,63), writing about Decroux's work as a 
performer, states that "Decroux was hostile towards those that he should 
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have been seducing: he did not like his audience; worse, he held it in 
contempt. n1°' But Decroux's position is not only one of disregard or 
disdain for audiences, although there are anecdotal accounts that might 
also suggest this; rather, he envisaged audiences as needing to make a 
serious effort, to become initiated, as opposed to passive, spectators. He 
describes his position thus: to be respected, one must not lower oneself 
to the audience. We must wait for them to come up to us" (Decroux 
[1979] 2000/2001,33). Students of corporeal mime themselves are the 
first spectators of this work, but Weill can also be considered a privileged 
spectator. 
Weill's photographs reveal Decroux's process in a way that is 
perhaps distinct from most documentary photography. Many images 
from Weill's archive show participants watching work taking place 
outside the photograph. This is the case in Figure 2 where the gazes are 
trained on something that is just outside of the frame; onstage action 
outside the photograph is referenced as Weill focuses on spectators. 
Elsewhere, in Figure 3, Decroux appears to be speaking about something 
that is happening, or that has just happened, in the space left of the frame. 
In other photographs from the collection, we see two 'spectators' 
discussing what they are watching. 
101 "Decroux etait hostile envers ceux qu'il devait seduire: il n'aimait pas son public; 
chose plus grave, il le meprisait". 
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Figure 2. Filmic (iIl\0I1 (jell), I: ti(. tinc l)crruuiix (rcntrcl, l ititi, I: ticnnc Bel-11-mid will, 
I x)47. 
iJi 
i 
In images such gis Figtirc 3, ilhc canncrti ('itid the rc ley Ow 
pI1cºtugrdhhcr) appears to the positic, iicdi 1) twcell t11( IýcrIo)rnýcrs and tlht' 
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SE)CC'ldtº)IS, lllO1'C ()r I(S c(illi(1itit'lnt IO III( I, ý ifi iº1ýºnrC diºd IIºc 
SI)( t. taIoI-S. 
One image (Figtirc 4) ('Ofli mlis a wc"I) OI pcrspcrtiv(", -: IIii "Itid(. iitti 
(again including Marreaºi, tiecmºº1 Iroººl the 1(11) watch I)ccroºix (ccnlre) 
as he talks and points outside the frame, presºIIIhll, ly towards tut 
performance taking place, or having Jºist taken f)ldcc. A camera tripod - 
for the camera itself, perhaps, or perhaps a stand for the spotlights which 
Weill recalls using (Weill 2000/2001, I ý) - is be pI. ircº1 between the 
spectators and the action taking place outside the frame. On the floor in 
the space behind Uecroux is a pair of ballet shoes, or 'gynini(ities', 
presumably taken off by somebody entering or exiting the stage. 
I! 'llll' ý. IR IIIR ýlt ý Iýý, I ". ., i i , ý, .... 
I'ý Iii. 
The I)Crft)rnlanrc space is intl)IiCd in tltC IýItýºtuý rýýl+lt l, y yV(1 of 
tnncore than hic gazes uI the s1)cLIatoor': W(-III aIIoo%V, ' cIýctii& titti of 
t)erformanccc to coorxist witli other c. lcnnt'nts in his photographs, acid 
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costume becomes a marker. Where, for example, participants appear to 
be wearing a mixture of clothing for performance and everyday clothing, 
two elements are present in the shot. Here we are reminded that costume 
is a question of difference and differentiation with spectators dressed 
(very warmly, in outdoor dress) and performers generally in underwear. 
Costume functions by contrast, and - in Weill's photographs - the 
performers tend to be those wearing the least. In the classroom images, 
Decroux, who, in three of the above images, is wearing a heavy overcoat, 
is dynamic in the series of images, occupying various positions, but is often 
found in the centre of the frame, surrounded by other participants. 
In looking at images from the collection, patterns emerge: 
performers are recognisable from one image to the next, and often go 
from performing to watching (and, once again, these are sometimes 
recognisable figures, such as Marceau), creating a map of Decroux's work. 
The images suggest a practice involving performance, watching, 
preparation, and yet the space nonetheless has a defined stage area. 
Dorcy (in Leabhart 2007,15) stated in 1945 that corporeal mime 
requires only "a bare stage, nude actors, and no variation of lighting", and 
this is the arrangement, with its echoes of Copeau's 'bare stage', at 
Decroux's studio. Decroux apparently joked about this modest stage, 
asking participants "to stand at one end of the basement studio in a pool 
of what [sic] called, with a flourish of his fat fingers and mocking vocal 
affectation, 'artistic lighting"(Leabhart 2007,21). The quotation shows 
that Decroux was uninterested in stage affectation, but insisted on the 
demarcation of a stage area, however small or modest. This stage can be 
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glimpsed in these images, as well as in those that I go on to consider in 
this chapter. 
The stage appears to have been a slightly raised platform, 
delimited by a dark curtain, hung on the wall behind the performers. In 
some of Weill's images, the curtain is visible: the performers are in front 
of it and it is drawn. In others there are simply one or two curtains on the 
back wall of the studio. This practice recalls studio photography, and 
leads us towards Weill's more spectacular images. 
Mapping the Performance to the Photograph 
In a few images from this corpus, a number of which are 
reproduced in a special edition of Mime Journal (Leabhart 2001/2002), 
Weill appears to depart from his professed documentarist approach. In 
such images, Weill has used a darkroom technique of superimposition to 
bring together spectators and spectacle. These photographs have the 
image of a performer of corporeal mime superimposed onto an image of 
spectators at the atelier. The use of darkroom techniques suggests a more 
experimental methodology than that of the previous images I have 
discussed, and demonstrates that, although Weill's approach was to 
photograph discreetly "in a corner" (Weill 2000/2001,13), he was 
nonetheless prepared to employ experimental methods or photographic 
craft. Paradoxically, Weill in fact uses a method that is decidedly not in 
keeping with a documentarist approach the better to document the work 
in the ateliers. 
The technique of superimposition (not unlike a photographic 
equivalent of the theatrical device 'Pepper's Ghost') is, for Weill, an 
attempt to "render through a static image what happened in time and in 
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space" (1 3), and permits 111 en(-tuuintecr lýetwýýen eleiiýýýntý IrOi>> twoº 
irnagcs. In the example below (Figure 5), both spectator and pcrfurnmer 
are rendered in a single image, an attempt perhýEýti at a 
manifestation Of the encºýunteº- Iheiween the two. 
Figure 5. Etienne Bertrand \\ (ill, Vi ,j viiiiihk i, I)i Flux (supcriºnpused), Etienne 
Dcrruux, Paris, 1947. 
In this image, the photographer his merged Iwo images to Create 
a Composite. Weill (1954,126) calls tht's(' kinds OI images 
'suriºf iressiOýns' or 'superpOsitiuns', and suggests that the madc scvcral 
such images while working with I)ccroux. As I have 111cnliOfCCd in the 
previous chapter (see 79), WeiII's st ppe'rimp ositioll hl-in sII Iuntage, 
SC(Iuence and Juxtaposition Hitt) play in a single (composite) iniagc. This 
is not only about capturing what happens in its I'tiIIness, hilt also a 
question of formal research: in the article in which Weill outlines his 
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approach to superimpositions, he refers to his work as research (Weill 
1954,123), and emphasises such images' potential for the study of 
movement. 
Clearly, the two (or more) elements which constitute a 
superimposed image are not photographs taken at the same moment 
(unless there is more than one camera), thus the construction necessitates 
a temporal shift - however slight - whereby the final image constructs a 
moment from two moments. Each of the elements of the composite 
image is a separate photograph, and Weill is seeking to solve the technical 
and conceptual problem of how to render the performance's temporality 
by way of photography. The montage images are an indication of Weill's 
concern with time and with the potential to render time in a photograph, 
and with duration. Weill (1954,126) comments that superimposing 
might well be the only way to show a movement at both its conclusion 
and its trajectory, and, in the caption to an image from Decroux's piece 
Les Arbres, calls the superimposition of multiple images an arrangement 
of "phases of the same movement" (125). This is a set of questions that 
emerge in the next section, and to which Weill finds an alternative 
response. 
Studies in Corporeal Mime 
Images such as Figure 6 (below) might strike a theatre scholar as 
both familiar and mysterious. The set of images is intriguing, and the 
viewer cannot be sure what practice is depicted. Such images are 
emblematic of corporeal mime, and a means by which Decroux's work 
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circulates. 1°3 The black and white, almost chiaroscuro, images showing 
figures - often either Decroux himself, or his son Maximilien - are 
familiar, even if corporeal mime is less so. These mime photographs 
stand out from the photographs discussed above due to their greater 
contrast; they are stark, often with white figures on a black background. 
The area behind the figures tends to be covered with a dark cloth, with the 
- generally partially nude - body of the actor standing out against this 
backdrop. Often, the groin is covered, as is the face: in the spirit, of the 
'neutral' or 'noble' masks of Copeau, Daste or Lecoq, Decroux would 
cover the face with a cloth, marking his mime's break with the expressive 
or explanatory work of pantomime. The face beneath the cloth can 
sometimes be discerned, or at least its trace made out, but the body, its 
posture and articulations, is foregrounded. 
lo' Like the images of Grotowski's work (in particular the images from The Constant 
Prince, which are actually film stills, despite having been reproduced as stills), a few 
black and white photographs seem to serve as an emblem for the work of Decroux, 
and must surely shape how Decroux's work is seen and understood, arguably more 
than textual accounts. 
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The framing of these images is distinct from that of the more 
gcncral workshop photographs examined previously. The previous 
images position a frame amidst ongoing action; willi figures partially in 
the frame, entering or leaving it, positing the frame as selecting fron what 
appears toi be a scene that is wider than its compass, which might invite 
the viewer to envisage what is outside the lranme. On the oilier hand, 
images stich as Figure 6 arc distinct in that they show a fi ; tircc lied cd-tcý- 
tee, which is also generally the case where there is a unligtiration of 
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I [Mild 
figures: 104 bodies are included whole, without being cropped or dissected. 
They are isolated, surrounded by darkness, and there is little else to see in 
these photographs: the background tends to be limited to the dark curtain 
that demarcates the playing area, and one can discern the floor of the 
small stage, but all of these details are upstaged by the high-contrast 
figures. 
Images such as Figure 6 reinforce the notion of Weill's work as 
'research' (Weill 1954,123) - as studies, they are precise in their framing 
of the subject, delivering it to the viewer, offering it up while eliminating 
excess, or relegating it to the darkness of the background. This prompts a 
nuanced spectatorship, and demands particular attention from the 
viewer. Unlike the diagonal perspectives of the previous, documentary, 
images, where the viewer is immersed in ongoing action, and where one 
might scan the surface of the image, and seek to understand or imagine 
the scene, these images, studies, establish a frontal encounter between the 
performer and the viewer. The suggestion is of an immobile camera and 
photographer, unlike the workshop images, which are taken from all 
sides, showing front and back, stage and spectators, spectators viewed 
from the stage. Images such as Figure 6 are shot at almost eye level to the 
subject, which, at least in those images that focus on a solo performer, 
creates a mirroring effect between the viewer/photographer and the 
subject as the still image is beheld. 
These studies undermine, or even eliminate, parallax (see 264): in 
Figure 6, the performance seems to be directed at the camera, or rather 
104 Although a large number of Weill's images showing corporeal mime concern one 
figure, there are also several images of performances by two or more performers. 
These are tightly framed in the same style as the studies of the single mime. 
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the camera appears to have supplanted the audience. Thus Weill's 
photographs of corporeal mime seem, perhaps, located between two 
modes of performance photography: the images are neither performance 
documentation nor performance for the camera. Decroux's makeshift 
stage seems to have an equal function as a studio. 
As studies, the images propel the figure of the mime into the 
foreground, being emphasised by the play of light and shade. What 
emerges lends itself to figuring in a sequence, suggesting another correlate 
with Decroux's mime, which is a sequence of attitudes. Scholarship has 
tended to make use of these images as illustration, but writings by 
practitioners of corporeal mime, ex-students of Decroux, assign a 
notatory and denotatory role to the images, where they are enlisted as 
diagrammatic representations of steps in a phrase of mime. This is 
illuminated in Leabhart's (2007,87-8) recent book, where consecutive 
pages show Decroux and Steven Wasson (a former student of Decroux 
and director of company L'Ange Fou) standing in identical positions 
(from Decroux's piece The Carpenter): each photograph frames the body 
in the same way, in two almost identical photographs taken 40 years 
apart, suggesting that the photographs are implicated in the language of 
corporeal mime, and affirming that the image mimes and institutes mime. 
Indeed, works have sought to let Weill's images speak (or write? ), and 
have placed them in sequence, ascribing them with syntagmic function. 
Recent books Etienne Decroux, mime corporel (Weill and Heggen [1957] 
2003,25-53) and Physical Theatres: A Critical Reader (Weill and Decroux 
2007,165-168) contain photo-essays using Weill's images of Decroux's 
mime, which recount a sequence, suggesting that the images are not 
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documents of performance, but rather themselves iterations of corporeal 
mime sequence. 
Indeed, the photography resembles a scientific procedure, while 
remaining a theatrical performance. The images' visual resemblance to 
scientific (and, indeed pseudo-scientific) photography betrays the 
relationship between photographic iconography and scientific viewing. As 
the steps in a sequence, the images, and the mime, have links with 
practices that have emphasised the photographic still as a site of tangible 
truth. 
Scientific Studies and Mime Photography 
Weill's 'studies' of Decroux call to mind scientific imagery This 
resemblance is not simply that, since scientific photography is itself subject 
to an iconographic discourse, and the resemblance to science, or 
semblance of science, has played a large part in relations between 
photography and scientific inquiry. This has been particularly 
demonstrated with regard to certain nineteenth-century scientific 
practices that, emerging at the same time as photography, recruited the 
camera, and were in turn shaped by it. Disciplines such as 
anthropometry1°5, a practice of framing nude (colonial) subjects, 
produced images that are, as Michael Taussig (1991,199) has suggested, 
more proof of a will to appear 'scientific' than of the characteristics of the 
photographed subjects. That photographic work, as well as that of - to 
cite famous examples - Duchenne or Darwin, is concerned with 
both the 
camera's apparent ability to record information and its capacity to be 
105 Photographic examples of this might include the Southern Australian photographs 
of Aboriginals by Huxley's team, or Lamprey's images of Malaysians. 
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convey sc'icntiiirity. Inclced, the icicntiliration oaf VI" 11,11 diisroºIFSCCti in such 
practices does not almic qualify iii( lfl as f)sCLl(1)-science, laut rýitlicr 
Identifies the epistemological notions p11 play. 
Specifically, certain ºof Wcill's iti gcs cell 1O º>>ind 
rh runO})hoýtº)grahhy, and in particular, in rather a ghostly wciy, the 
rhronvýf)hoýtographic [)fates of Eticiiii AlIcs Marcy, for cxdº>>I)Ic tlic iºrnagc 
below (Figure 7). 
I ,. llmili ( )iii ( mill'' I Iicnnt -JIIIc" AI, iik 
Walter Benjamin referred tu photography as a Zeitlupe ((; eriiian: 
time magnifier - also referring to 'slow motion' in the cinematic sense), 
and - arguably making a particular reference to the ehronophOtO ; raphy 
of Marcy and his contemporaries (1193 11 2000,300 11.1 )- suggested that 
photography's powers of magnification were as much to do with time as 
with space. " Marey's photographic sttidies are explorations of 
movement and anatomy, and utilise a number of techniques to granulate 
time and still the body in motion. 
It is certain that Weill, given his intcrest in movement and 
photography - would hnvc Lern familiar with Marcy's iinagt s, and Iikcly 
1 "' Rosalind Krauss has linked Benjamin's notion of the optical unconscious' tu file 
work of rhronophoýtogralihcrs such as Marcy in her book uI the same name' (Krauss 
199 31. 
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that I)ccrcoux wcfuld Inc familiar wit II II em as wall. ' IIOwever, wIIetlIeer it 
l)c a eiirrrt referenrc, homage, or a ruin1i(i("n1'(, 11 is wurlli (Ir, 1wing 
attention toi sii»ilaritics between sonic Of Marcy's work and that of Weill. 
A siml)I( visual comparison hetwecn two) indes indiidt('s cýýnrerns 
shared between Marcy and Weill and 1)ccroºix the first image I)cIoow 
(Figure 8) is from Weill's rooIlcctio ii, showing a scene from I)ecrmix's Pic 
Little Soldiers; the second (Figure 9), by Marcy, shows one oaf the 
photographer's collaborators dressed tog he Iýhýºtuý; ralýlýed in the 
laboratory. 
"" One can again rite Jacques Lccuy four cutnl)aris<in; Lccuq placed his physical work in 
a cOntinutinn with the work of Marcy and leis contemporaries, an(f a 
chrtºno photographic study of a fencing hinge (by Louis Dacus du Ifattroit) is 
repro(luced in his Le thccätre du i, 'eclce (Lccoýq 1987,60). In the same hook, Lccoýy 
captions an image by Weill, noting the white lines Of the stage costume, which 
emphasise the lornº and highlight ntovcntcnt (65). 
149 
i, gmc 8. llrc Luilc tiý l Irc rý, I: liciini" I; rrlr. mild Weill, 1952. 
,+ : - ý.. .., ý ^ýý' .. 
Figure 9. Clothing with black and with white spots and lines for chronophotographic 
study, Etienne-Jules Marey, c. 1865. 
In the two images, figures are clad in black, with a white line 
down the side of the body; for Marey, this would facilitate the registering 
of light areas on the photographic surface. Marey writes of this: 
The most natural means consists of artificially 
reducing the surface of the studied body. We make 
invisible, by blacking them cut, those parts that it is 
not essential to represent in the image, conversely 
we render luminous those whose movement we 
wish to knowi1" (Marcy 1189412002,78). 
10" "Le moyen le plus naturel consiste ä reduire artificiellement la surface du corps 
etudie. On rend invisibles, en les noircissant, les parties qu'il nest pas indispensable 
de representer dans I'image, et I'on rend lumineuses au contraire celles dort on veut 
connaitre le mouvement" 
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The photograph of Marey's runner is not, in fact, a 
chronophotograph, but rather an exterior, documentary shot. In the 
chronophotographic study for which the costume was employed, the 
figure is obliterated, and only the white stripes are recorded by the 
apparatus (Figure 10) 
Figure 10. Images OI a runner reduced too lines representing the attitude of his 
members (geometric chronophotograph), Etienne-Jules Marcy, c. 1883. 
Jonathan Miller (1990), examining the prehistory of moving 
images in the late nineteenth century, notes a historical opposition 
between representations of movement in photography. Miller posits a 
division whereby movement either trails the photographic image, or is 
captured in a halted state (recalling Zeno's paradox). The problem for 
Miller, as a viewer of images, is that the blurred image renders movement 
in a still far more effectively than an image of movement captured by a 
high-speed shutter. This problem is described as "a pictorial counterpart 
of the situation which would later prevail in physics when it was 
discovered that one could record the velocity of a subatomic particle only 
at the expense of sacrificing precise knowledge of its position" (Miller 
1990,186), 109 claiming that photographers have been forced to choose 
(although early photographers had no choice, due for Miller to the failings 
of the photosensitive materials they were using) between "smeared 
109 Cf. 159. Miller (1990) offers a compelling account of the question of the blurred 
trace, and highlights an irony in that photography's capacity to create a sharp, 
unblurred, image is what enabled the development of cinema. 
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images" which and "high-speed snaps". Chantal Meyer-Plantureux (1993, 
101-8) (see 111-12) proposes two ways in which motion is recorded in a 
still photograph, can be observed in theatre and performance 
photography. On the one hand, there is the Instant', "' which is a 
photographic iteration privileging the clear representation of body, where 
the movement of the body is effectively stopped, frozen, and a static 
image produced. On the other hand, Meyer-Plantureux posits the trace 
as rendering movement by way of blurring: a trajectory is drawn; a certain 
coherence of form in the figure is sacrificed as movement marks the 
image. Both of these forms can be found extensively in theatre and 
performance photography. "' Laurence Senelick (1997) writes: 
Photography's early established claim to objectivity 
made it a prime instrument for 'documentation' and 
eventually its innovators managed to freeze action to 
suit photography's peculiar modus operandi. 
Photography depended on carefully maintained 
poses, and, so far as acting goes, the relatively long 
time in which the pose had to be held was no 
obstacle to reproducing the theatrical moment 
(256). 
The question of these distinct representational modes is particularly of 
interest for mime, since representations of stillness and movement 
already figure in its operations; a mime routinely creates the impression 
of stillness in movement and movement in stillness (indeed such spatial 
"o 'instantane" - the French word is also a common word a 'snapshot', but 'instant' 
conveys the sense of Meyer-Plantureux's usage. "' As Meyer-Plantureux notes, generally speaking, the more sharp, clear images have 
tended to belong to theatrical photography, whereas the blur has been emphasised in 
dance photography. Mime photography is located somewhere between these two (it is 
concerned with a body in motion, but often takes place within dramaturgical 
constraints) has been represented in both ways. For an account of dance 
photography's relationship to representations of movement, see 'Still Moving: The 
Revelation or Representation of Dance in Still Photography (Reason 2004-2005). 
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play is the stuff of mime cliches). Mime encompasses abstract and 
figurative modes in its performance, and notions of the instant and the 
trace might map onto the opposition between figurative mime (wherein 
bodies are coherent and narrative) and abstract mime (where the body 
mimes dynamics rather than imitating life as human activity). 
The links between Weill's work and chronophotography 
illuminate where Weill's mime studies can be situated, and those studies' 
embodiment of the instant can be established if they are compared to 
another series of images, created by Weill at roughly the same time as the 
mime photographs. If images such as Figure 6 are instants, then Weill's 
photographic studies of motion are perhaps the purest form of the 
photographic trace. 
Metaforms and Still Mime Photographs 
Inspired by his work with Decroux in the late 1940s and early 
1950s, Weill (2000/2001,14) developed a project to photographically 
examine movement in as pure a form as possible. The images created 
were named 'Metaforms' (Figure 11, Figure 12). The earliest Metaforms 
were created in 1957, and the work can be understood as a reaction to 
the photographer's experience of photographing mime, or perhaps as 
part of the same set of experiments. Metaforms are research on the 
photographic trace: Weill would photograph rotating mobiles, suspended 
on thin threads, using long exposures; the blurred trace the object as it 
moved would register in the photograph. The Metaforms are, to quote 
Weill (2001,14), "born of transfiguration, by way of light and 
movement. " These are abstract images, where static form is sacrificed on 
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behalf of representation of movement, emphasising moving traces - we 
do not see what the mobiles themselves look like, but only the shape 
created by the motion of the extremities of the mobile. As such, 
Metaforms perhaps correspond to a Bergsonian idea of duration, 
whereby the movement rather than the object in nmo do n is emph. iciced 
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Figure 12. Metaform: 'Trois hrisants', Etienne Bertrand Weill, 1965. 
Weill describes his mime photographs in terms that seem to posit 
them as the opposite of Metaforms, claiming that, in those images, 
"duration is completely missing" (Weill 2000/2001,13), and suggesting 
that that he struggled to render Decroux's work photographically as a 
result of this. The visual contrast could not be stronger: the Metaforms 
embody the trace, the swirling abstract curves distinct from the sharp and 
clear mime images, where the object is strikingly coherent. And yet, the 
mime images cannot completely satisfy the category of the instant, or at 
least not without nuance since, as I demonstrate, they do not eaJ)ture 
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movement, but rather stillness, which is perhaps where their technical 
similarity with the work of Marey reaches its limit. "' 
This can be surmised by way of awareness of the technical 
conditions in which the images were created. As stated above, Weill 
(2000/2001,13) claims that while other photographers (those that 
Decroux appears to have found intrusive) would bring additional lighting 
when photographing at the atelier, he would settle for available light. He 
mentions having at one point used small spotlights, on a stand, to 
supplement the "very poor" lighting in the atelier (Weill 2000/2001,13). 
Elsewhere, Weill is dubious about the use of flash, although he suggests it 
might - in the right conditions - be a useful supplement to stage lighting 
(Weill 1954,126). Given, however, the expressed concerns about being 
intrusive, flash photography was surely not a viable option when working 
with Decroux (Weill 1954,123). Since we know - Weill (2000/2001, 
13) states it clearly - that the images of Decroux and his students are not 
posed for the camera, one must consider how the photographs come to 
be so sharp. The curtains that make up the dark background darken the 
scene, and there is evidence of little available light from the comparatively 
high contrast of these photographs. Even if Weill did use his additional 
photographic lighting (Weill 2000/2001,13) (and some of the images 
might lead one to think that he did, and this may partially account for the 
contrast between the performers and the background if the light was 
tightly trained on them), such lighting conditions would require rather 
long exposures in order for an image to register clearly, and certainly the 
"2 As I will explore briefly in chapter 5, although chronophotography's modus 
operandi is the still rendering of motion, it has been strongly argued that the work of 
some of the chronophotographers was in fact achieved by way of photographing still 
poses (see 244.45). 
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shutter speed required, given the kinds of lenses and photographic film 
stock that Weill would have been using, would preclude the 'freezing' of 
movement. Indeed, the only image of Decroux's work for which I have 
any technical details (these are given as part of the caption for an 
illustration - the journal in which this appears addresses photographers) 
(Weill 1954,125), is listed with a shutter speed of 1/50 of a second. 
Another image reproduced in the same article, of Madeleine Renaud, 
apparently taken onstage, has a shutter speed of 3 seconds. Elsewhere in 
that article, Weill describes the process of taking stage photography with 
the stage lighting and no flash, and suggests that this can involve 3 or 4 
second shutter times (123). Now, although this is a far cry from the 
exposure times of, say, early theatre portraits, it is not a shutter speed 
that would freeze movement, particularly if the movement was rapid. 
Moreover, the image for which technical specifications are given is one of 
the ones in which the lighting appears brighter than is the case elsewhere 
in the collection. In the partially nude images, the naked flesh of the white 
performer against a very dark curtain background creates a clear contrast, 
which would probably lead to blur in the photograph if there were any 
movement at all. Likewise, where costumes are worn, white lines on 
dark fabric (emphasising the limbs and the trunk) would equally be 
blurred in the photograph if the shutter were open for more than a small 
fraction of a second. Despite all of this, there is little or no blur on the 
majority of the stage images in this corpus. 1' 
Some blurred images do exist, however: Weill states, however, 
that early attempts at photographing the sessions with Decroux were 
"' As I have stated, I have only had access to published images, albeit a large volume of 
these - further research might examine Weill's archive. 
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frustrating because the images were marked by movement, and "wouldn't 
give us anything" (Weill 2000/2001,13). Weill comments that the failure 
was a failure to capture a transition between the beginning and the end of 
a movement, and describes the transition as the most interesting part, the 
most rewarding thing to photograph: "I tried to work on the intermediary 
part, on the whole trajectory of the movement as it unfolded in time" 
(13). It seems that Weill changed his strategy and, apparently, opted to 
forego capturing the transitions in favour of photographing fixed points. 
Therefore, the images of Decroux onstage are not frozen motion, or still 
renderings of movement, but rather representations of immobility or near 
immobility; rather than 'freezing' the subject, Weill has in effect recorded 
the performer's stillness. The stillnesses are not set up, or posed, for the 
photographer, but are moments, poses, attitudes, corporeal mime's series 
of 'stills'. 
This echoes Patrice Pavis's claim that mime is particularly suited to 
being photographed, since it is made up of still attitudes and poses as 
much as of movements (Pavis 2000,129). 14 Decroux's work appears to 
be an extreme case of this, and this is revealed in Weill's images: poses are 
fed to the camera, one by one, image by image. Elsewhere, Pavis (2003, 
50) has considered the intermediality at play in Decroux's work, which is 
itself linked with corporeal mime's dynamics of stillness and movement. 
Drawing on Decroux's words from his monograph on mime (Decroux 
1963), Pavis compares modes of motion in corporeal mime: saccade and 
fondu, to the cinematic rapid cut and the dissolve respectively, as well as 
finding mime equivalents to montage and the close-up. This idea of a 
"a le mime se prete bien ä la saisie de l'objectif photographique, car il est fait d'avantage d'attitudes et de poses que de mouvements" 
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cinematic procedure is supported in accounts of Decroux's ateliers, as well 
as in Decroux's own theorisation of his work; Decroux employed 
cinematic metaphors in his instructions to students, as well as in his 
jargon. Thomas Leabhart recalls that Decroux, while directing work, 
would end a sequence with what he called aphoto', or freeze-frame. "' It 
is perhaps most accurate to locate the intermediality of corporeal mime at 
a point between film and photography, and to consider that corporeal 
mime in fact, by way of the play of stillness and movement, stages the 
transition from photographic still images to cinema's impression of 
movement. 
So, rather than photography recording movement by way of a 
still, rather than performance being stilled, there is a meeting, more or less 
successful, between kinds of still in Weill's photographs. The stillness of 
the mime meets the still photograph, and this is also an encounter of two 
conceptual notions. Francois Albera (2002,39-40), writing about 
Marey's chronophotography, defines two categories of stillness. One is 
the 'instant' (distinct from, although comparable with, Meyer Plantureux's 
'instant' since Albera - writing about photography - is concerned with the 
instant specifically mechanical); ` the other is the 'moment' (which is the 
voluntary, non-mechanical still, or the pause). '" Photography of course 
embraces both of these modalities: on the one hand the instant, seized 
from the flow of movement, and chronophotography is the most 
extreme example of this: where the photographed body is subjected to 
"'Private interview, Paris, September 2002. 
116 In French, Meyer-Plantureux's word is "instantane", whereas Albera's is "instant". 
"7Albera contrasts the "instant photographique" with the "moment privilegie" or the 
"instant pregnant" (39). 
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regularity, to a "machinal repetition on the instrument siden18 (Albers 
2002,40), and on the other, the pose or moment. Whether 
photographed or not, corporeal mime is full of stills of various kinds. The 
photographing of such performance involves the stilling of movement, but 
also the transposition of stills. Where these photographs are perhaps 
extraordinary, and where corporeal mime is a particularly complex case is 
in the very mechanics of the representational stills: the attitudes and poses 
appear to be mechanistic, chronological, and photographic. Weill's 
photographic research is continuous with the experimentation of 
Decroux: both the photographer and the mime are engaged in the study 
of movement and of stillness. What perhaps distinguishes Weill's images 
is a kind of parity, a synchronisation or accord between the camera and 
the body, between the photographer and the mime. 
Indeed, several times, Decroux's comments about mime echo 
those of Weill about photography. In Decroux's practice, according to 
Guy Benhaim (2003,346), "movement is only defined by the immobility 
that follows it and precedes it", which directly links with Weill's ideas 
about the stillness before and after a movement, and it becomes apparent 
that the question of instant and trace is a preoccupation of corporeal 
mime practice as much as of mime photography. Decroux invokes 
stillness a great deal in his writings, and seems to be at least as interested 
in stillness as in movement: "[o]ur art is that of movement, but I am 
seduced by the attituden19 (in Benhaim 2003,357). 
118 'les phases, points, instants pertinents qui decoupent ou scandent le phenomene 
sont soumis ä une regularite, ä une repetition machinale du cote de 1'instrument' 
19 "Notre art est de mouvement, mail ce qui me seduit, c'est I'attitude. " 
16o 
But, in the discourses of both Weill and Decroux, stillness is not 
merely linked to movement by way of contra distinction or posited in 
terms of complementarity; stillness is not simply a foil to movement and 
vice versa. Rather, movement is itself made up of stillnesses. Decroux 
would quote Charlie Chaplin's statement that "mime is immobility". 120 
The comment echoes Walter Benjamin's location of the still in Chaplin's 
walk (see 48-49) and, again, the cinematic for Decroux seems grounded 
in a certain notion of cinema in which the still is not dissolved into 
apparent movement, or, as raw material, ever fully transposed. Indeed, 
Marey refers to his mime as "mobile immobility"121 (1963,71). Weill's 
images of Decroux's work rejoin Marey's chronophotographs, which are 
frequently posited as cinema's prehistory: 122 the potential basis of motion, 
they also recount it. 
Miming Photography 
The relationship between photography and performance here, 
then, suggests a closed mechanism wherein the camera photographs at 
the rhythm of the mime, or indeed vice versa. Decroux's disregard for 
audiences is perhaps worth reconsidering at this point, in the light of the 
camera's position. Despite the attitude that I have described earlier in this 
chapter, Decroux does seem to have been particularly concerned with the 
need for the work to be watched and suggests that a film camera might 
offer a solution to the problem of not being able to perform and watch at 
120 Thomas Leabhart, private interview, Paris, September 2002. Chaplin's remark was 
apparently made to a journalist. 121 "C'est 1'immobilite mobile". Here, as elsewhere, 'immobilite' can be translated as 
'immobility' or 'stillness'. Decroux seems to be playing on the absence of movement. "This is however a contested point, since other technologies, such as the magic 
lantern and the diorama, have also been given a place in this history. My point here is 
that Decroux appears to embrace he notion of still sequence becoming cinematic 
movement, while - again - never banishing the still. 
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the same time (see 128). As I have stated, Weill's camera appears to 
supplant the audience in any case, creating what could perhaps be 
corporeal mime's ideal audience. 
The Decroux/Weill apparatus, then, has more in common than 
simple resemblance with Marey's research 'station'. Indeed, Marey's 
studio, or laboratory, has itself been frequently compared to a theatre. 
Georges Didi-Huberman (2004, passim) makes this comparison, 
describing Marey's method as requiring of a great deal of artifice (while 
nonetheless being scientific). "' Marey's centre is described in terms that 
underline its resemblance to a theatre, and in terms that recall Decroux's 
atelier: "[a} black velvet curtain takes up the back: [... } Finally, in front of 
the opening is a stage in black wood" (Marey [ 1886] quoted in Falguieres 
2000,102). 124 Quoting this passage from Marey, Patricia Falguieres 
describes how figures cross this black stage in order that their movement 
be analysed. She notes a collision of two kinds of rhythm: that of the 
photosensitive materials, of Marey's scientific apparatus, and that "of the 
white ghost, of the purely gestural and silent sequence of the mime" 
(102), and draws on Mallarme (via Derrida) in making the analogy 
between Marey's figure and a mime, calling the mime's sequence "pure 
corporeal writing" (102). The insistence on the figure of the ghost is 
surely not merely a reference to the ethereality of the white figure, but in 
the light of reference to Derrida might instead correspond to a notion of 
the hauntological: the figure is spectral as the return, not of the past, but 
123 One of Marey's studios was located in a theatre on the rue de l'Ancienne Comedie 
in Paris, and it was here that Nadar visited the photographer; moreover, Marey's 
collaborator, Georges Dement', who developed cinema technologies, had worked in 
the theatre. 
124 "Un rideau de velours noir en occupe le fond : [... ] Enfin devant l'ouverture est une 
piste en pave de bois noircie" 
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of that which was always spectral, the figure is the producer, writer, and 
mimer of signs. 
In her canonical work on photography, Rosalind Krauss ([1978] 
1996) writes about another spectral photographed mime: Debureau, as 
photographed by Nadar (Figure 13). Krauss observes a meeting of the 
mechanical imprint of the camera with the voluntary gesture of the mime. 
Like Falguieres, Krauss suggests a link with writing, located in the notion 
of photo-graphy. In these collisions of temporal modalities (and one 
might map Albera's distinction between the instant and the moment onto 
these) a citational space is constituted. A photograph of a mime is the 
meeting of representational modes, of the traces made by the mime and 
the traces recorded by the camera. In the Nadar image, for Krauss, this 
becomes apparent when the mime is photographed miming 
photographing; and it is only by way of the photograph that this can 
occur: "the ultimate surface onto which the multiple traces are not simply 
registered, but fixed, is that of the photograph itself" (Krauss [1978] 
1996,48). 
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Figure 13. 'Le Mime Debureau: Pierrot photographs', Gaspard Felix Tournachcm aka 
Felix Nadar, c. 1854. 
Decrotux's mime, however, is distinct from the figurative 
expression of the pantomime Debureau. in Weill's photographs, 
photography and mime operate together, not by way of the raise en 
abyme that Krauss observes in the photograph of Debureau, but by way of 
a common shared functioning, a fusing of the photograph and the 
attitude, whereby the viewer or spectator can never be sure where one 
starts and the other finishes. Decroux's mime writes photographically, 
and the photograph is written to the mime, and to the viewer. Decroux 
(2003,102) puts it thus: 
it ]o mime is to imitate. We shouldn't forget that the 
word imitation has not always been derogatory. 
Today it means to copy or, to be more modern still, 
to photograph. 
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CHAPTER 3 
Josef Koudelka and the Spectre of Exile 
For nie, [Kouclclka's] photographs hold these qualities 
to the extent that when looking at them and 
remembering the performances I have a deceptive 
feeling of reversal. It is as if lie did not take these 
pictures of our performances but rather that we 
performed for his pictures (Krejca in Kotidelka 1993,7). 
Ghosts arrive from the past and appear in the present. 
However, the ghost cannot be properly said to belang to 
the past, even if the apparition represents someone 
who has been dead for many centuries, for the simple 
reason that a ghost is clearly not the same thing as the 
person who shares its proper name (Buse and Stott 
1999,11). 
Light is active and shade is passive, and light is not 
detached from shade but, given sufficient time, 
penetrates it (Jarry 1965c, xxxii-xxxiii). 
I I4Hi: 
'25 All of the images in this chapter are held in the Magnum Photo archive. The details 
and captions for these photographs are often lacking certain information, and I have 
added this where possible. The format is: production, photographer, year. In the 
Magnum archive, Koudelka is sometimes credited as 'JK', and I have retained this 
here. Titles of play are sometimes listed in French and sometimes in English. The 
year stated in the caption corresponds to the date of each production. 
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Figure 1 5. The Bald Soprano, Josef Koudelka/Magnum Photos, 1965 
The first of these quotations, from theatre director Otomar Krejca 
suggests that something rather strange might he at play in Josef 
Koudelka's126 stage photography. Krejca recounts how Koudelka's 
photographs can appear to precede the theatre performance that is 
subject. This confusion and confounding, provoked by the images, a 
temporal disorganisation engendered by Koudelka's work, raises a 
challenge to the notion of photography as performance documentation or 
the recording of theatre. In this chapter, I examine how Koudelka's 
images might give rise to such a perception, and embrace Krejca's 
impression as revelatory of photography's temporal operation in relation 
to performance. As Vilem Flusser (2000), has suggested, photography is 
. magical", in that it properly belongs to "a world in which everything is 
121' Josef Koudelka (1938-), born in Czechoslovakia, is a celebrated international 
photographer. Like Martine Franck, whose work I examine in chapter 4, Koudelka is 
a member of the Magnum Photo agency, having joined in 1971 and obtained full 
membership in 1974. Koudelka, like many Magnum photographers, is known for the 
international focus of his work, and produces thematically organised exhibitions and 
monographs - examples include Gypsies (1975) and Exiles (1988). Travel is a motif 
in Koudelka's work; he left Czechoslovakia in the aftermath of the 1968 Prague 
Spring, moving first to the United Kingdom, and then to France. He continues to 
photograph all over the world. 
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repeated and in which everything participates in a significant context" (9), 
which, for Flusser, is structurally unlike the historical world of causes and 
consequences. Koudelka's photography seems to challenge notions of 
history, or time, as 'one thing after another' and offers an opportunity to 
consider how photography and performance function in terms of 
temporality. Ulrich Baer has sought to expose and challenge an ingrained 
tendency to view photographs as 'stopping time', a time that is continuous 
and flowing (Baer 2002,4 and passim). Rebecca Schneider, in an essay 
about photography, suggests that we tend to think of performance as 
"composed in a linear temporality that moves from a past through a 
present to a future" (Schneider 2005,61) and considers the possibility 
that, in terms of temporality, photography might have much more to do 
with performance, and performance with photography, than habitual 
understandings might permit. Krej6a's observation summons hauntology, 
corresponding to the spectral, a temporality of repetition and return: 
haunting is historical, to be sure, but it is not dated, it 
is never docilely given a date in the chain of presents 
(Derrida 1994,3). 
Koudelka's theatre photographs offer a disjointed spectacle, and 
resonate with the circumstances of their production, evoking the 
particular displacement of exile, and marking disappearance. Unlike the 
work of Weill in the previous chapter, Koudelka's photographs do not 
map onto theatre performances, but produce a theatrical encounter by 
way of their disjuncture. 
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The Theatre Stage and Beyond 
Koudelka's theatre photography is limited to a period of one 
decade, beginning with theatre photographs in the early 1960s, and 
ending with the photographer's departure from Czechoslovakia in 1970. 
Upon leaving Prague, Koudelka never undertook theatre photography 
again, despite being in demand as a theatre photographer. Indeed, in the 
1970s, Otomar Krej6a met Koudelka in Paris, where the photographer 
was living, and asked him to work on his production at the Comedie 
Francaise. Koudelka declined. In an discussion conducted over several 
years, from 1991 to 2000, Koudelka (Hvfid'ala and Koudelka 2003,125) 
explains his refusal, stating that his "period of photographing theatre was 
over. " While a number of photographers"' might take theatre 
photographs without this being their principal activity, Koudelka's 
experience is specific in that his theatre photography is limited to one 
decade of work. 
Koudelka's theatre work firmly belongs to a particular time and 
place: Prague in the 1960s. It seems likely that this sense of clear 
delineation, as well as his decision to not do theatre photography again, 
might be linked to the fact that the photographer was forced to leave 
Prague. The coexistence of a time and a place in Koudelka's trajectory is 
linked to the experience of exile. In 1968, Koudelka photographed the 
events of the Prague Spring, producing now iconic images showing the 
arrival of Soviet troops in Prague, and the reactions of the city's 
inhabitants. These images were distributed internationally and received 
127 From the present thesis one could cite Weill or Franck as examples of 
photographers who, while working in a range of contexts, have intermittently worked 
as theatre photographers. 
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acclaim and prizes, and would ultimately lead to Koudelka's leaving 
Czechoslovakia. Although the images were circulated without the identity 
of the photographer being revealed, or were attributed simply to 'The 
Prague Photographer', Koudelka's associates at the Magnum agency (of 
which he was not yet a member, but who handled the distribution of the 
images) eventually recommended that Koudelka leave for Western 
Europe. 
Much information about specific times and places is lacking in 
accounts of Koudelka's work as a theatre photographer, and it is not 
entirely clear to what degree he worked professionally (with Koudelka 
claiming that he did not - at least primarily - earn money from 
photography). Prior to his first theatre photography, he had worked as 
an engineer, and continued to do this, as well as working as a stagehand 
at the Divadlo za branou (Theatre Behind the Gate) while taking 
photographs there (HvI d'a1a and Koudelka 2003,125) in the early 
1960s. 
It is certainly the case that Koudelka's theatre photographs trigger 
a sense of mystery: they are dark and what they depict is at times hard to 
discern. The theatre appears as a dark, enclosed, and claustrophobic 
space. Where much of Koudelka's later photographic work is taken 
outdoors, using natural light and working with wide perspectives and 
lenses, the theatre photographs appear almost the opposite. That 
Koudelka left behind theatre photography when he left his native country, 
and moved from the interior of the theatre to another 'theatre' (the word 
is used in the titles of Koudelka's exhibitions and books); the later work 
can be seen as a reaction to the earlier. 
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For critics and curators, Koudelka's theatre photography has a 
particular allure in terms of such a narrative. Although it is not 
representative of his most famous work, retrospectives of Koudelka's 
work, in exhibition or book form, 12' have tended to include a few theatre 
images, as examples of early photographic output. Critics have frequently 
highlighted what they consider the 'theatrical' nature of his (non-stage) 
work. The title of Max Kozloff's 1994 essay on Koudelka's Exiles series, 
'Koudelka's Theatre of Exile' (Kozloff 1994, n. pag. )129 is one example of 
this. Kozloff quotes Robert Delpire, Koudelka's long-time curator, who 
describes Koudelka's photographs as "marked by a sort of theatrical 
organisation of reality". Kozloff goes on to describe how such an 
organisation might operate (which is compatible with some of the ideas I 
explore in chapter 4): "the subjects of the photographs function as players 
on a stage, and it is true that some of them perform obvious roles". 
Kozloff links this to the organising power of the photographic gaze, 
stating that the subjects of an image "perform unknowingly in dramas 
devised on the spot by the photographer". Bruno Chalifour (2003,2), 
writing on the occasion of the 33`d Rencontres d'Arles, draws attention to 
Koudelka's photographs of theatrical aspects of everyday life (play, 
children, dances, festivals): "[e]verything becomes dramatically theatrical 
emphasising and projecting the different between real life and the theatre" 
and suggests that the world of Koudelka's photographs resembles that of 
Ubu Roi or King Lear (Chalifour 2003,5); although it is not 
acknowledged in the text, Chalifour is surely aware that Koudelka 
128 For example, Retrospective (2002/03), Rencontres Internationales de la 
Photographie, Arles, France; Koudeika (Koudelka 2006). 
129 Cf. chapter 1 
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photographed Prague productions of both of these plays, as I discuss later 
in this chapter. 
Koudelka (Porter n. d. ) too, has compared the "situations" he 
photographs to theatre, calling them "not a diary but a reflection of myself 
to the world. It is like photographing theatre situations - they are always 
changing. Sometimes the actress is bad and sometimes [I] am bad. " Thus 
the photographer embraces this notion of the world as a stage, but is only 
partly drawing on metaphorical notions of 'theatricality'; Koudelka also 
brings a more complex and precise sense in his recruitment of 'theatre'. 
This is also the case, it would seem, in the title of his book Theatre du 
Temps (Koudelka 2003), which is largely a collection of panoramic 
landscapes. 
It has been suggested, by Koudelka and by critics, that 
photographing theatre constituted a kind of training, or preparation for 
the photographic work that would follow; "' it is a paradoxical 
relationship, however, between theatre and everyday life, whereby 
Koudelka learns to engage with the theatrical aspect of life, but also the 
'real life' in theatre. Anna Färovä begins her account of Koudelka's work 
(Färovä 2002,5) by remarking that Koudelka's first entrance onto the 
scene of the art world of Prague, and thereby his entrance as a 
photographer, took place in a theatre. The occasion was an exhibition of 
theatre photographs mounted at the Semafor theatre in Prague in 
January 1961. Both she and Koudelka himself (Koudelka quoted in 
Krej6a 2006,43), suggest that this work prepared Koudelka for 
"'With reference to the idea that Koudelka's theatre photography experience was a 
form of education, Franck has referred to her own work at the Soleil as 'formation 
continue' (see chapter 4). 
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photographing other subjects. It is given significance in these accounts 
that Koudelka, while working as a theatre photographer, began a project 
taking photographs of gypsies, and, as recently as an interview in 2007 
(Koudelka and Goldberg 2007), Koudelka claims that he used the insights 
gained in his theatre work to do this: "in theatre I learned a lot of things"; 
Goldberg asks Koudelka what links he sees between his photographs of 
gypsies and his theatre work, which date from the same period, and 
Koudelka explains that all of his work is linked. Krej6a (2006,43) states 
that, when both men were in exile in the 1970s, he asked Koudelka about 
his memories of theatre work, and Koudelka replied that, in his work, he 
"learned to see theater as life, which also led him to see life as theater. " 
Krej6a describes the events of the Prague Spring as having lead Koudelka 
the theatre photographer to witness "the drama spill over from theater 
into the mortal theater of life. " (Krej6a 2006,43), and Koudelka confirms 
this in an interview (Hvfid'ala and Koudelka 2003,125), stating that 
theatre awakened an ability to photograph the world, as theatre; 
Koudelka justifies his choice of leaving behind theatre photography in 
these terms: "to photograph the theatre of the world interests me more" 
(125). 
Färovä (2002,7) suggests that, although the theatre photography 
constitutes a precisely delineated body of work (the book in which 
Färovä's article appears divides the images thus: 'Beginnings; Theater; 
Gypsies; Invasion; Exiles; Chaos') there are distinctions to be made 
between phases in Koudelka's theatre photography career. Färovä 
suggests that Koudelka's earlier theatre photographs are best seen as 
preparation for those that he would do later. 
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In each of the two periods posited by Färovä, Koudelka appears 
to photograph theatre quite distinctly. In the first, Koudelka was working 
mainly for Divadlo. The magazine employed Koudelka from 1961, after 
the first exhibition at the Semafor theatre. Koudelka photographed 
primarily at the Divadlo Na Zabradli (Theatre on the Balustrade), and was 
not the only theatre photographer on Prague's vibrant theatre scene, but 
Färovä (2002,5) writes that Koudelka's work stood out: she describes 
having noticed in the photographer's work, as early as the first exhibition, 
"an unusual inventiveness and utterly fresh form". But, for Färovä, this 
inventiveness reached new heights in Koudelka's later work, at the 
Divadlo za branou, from around 1965. If his work at the previous theatre 
had been "marked by a measure of realism", there, "he found much 
stronger authorial expression, " and "went farthest in the communicability 
of his work, stylizing it to the extreme" (Färovä 2002,7). 
Next, I will examine some of the images, and thereby explore the 
specificity of Koudelka's work, which, by way of dynamic approaches to 
framing, cropping, the close-up and enlargement, Koudelka takes a 
unique position on theatre and photography, and highlights the spectral 
aspect of the theatrical image. In examining the images more or less 
chronologically, we can observe a progression towards this, but also will 
perhaps realise that the same concerns are present throughout 
Koudelka's work. 
Ubu Roi 
The following image, from a 1964 production of Ubu Roi at 
the Divadlo Na Zäbradli (Figure 16), offers a wide perspective, and is a 
wider shot than is usual in Koudelka's work. This is one of the relatively 
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few theatre photographs by Koudelka which might approximate the 
typical view of an audience member, or which comes close to being what 
Porter (2006) describes as "proscenium theater pictures" (he claims that 
Koudelka's work differs from most other theatre photography because 
he does not produce such pictures). The frame of this photograph 
appears to approximate that of the theatre stage; certainly, it follows the 
stage geometry. The symmetry is striking: the two beds in the 
background, the figures lunging in the foreground. The buttons on Ubu's 
coat in the centre of the frame. Two characters in the background also 
lean, one on each of the beds, creating a balanced stage, if not visual or 
geometrical symmetry. 
figure 1 6. Ubu Roi, I I\ M, ii; i111 W Photos, 1964 
The character at the centre, Ubu, is caught in this image as he 
attempts, it appears, to leave the scene (this is surely Act 5 Scene 2), his 
route barred by the lunging figures, who rather than stabbing Uhu, appear 
to be enforcing a boundary, which is also the boundary of the front of the 
stage. We even have the impression from the position of his feet that Uhu 
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is stepping back, back onto the stage, after a failed attempt to exit: the 
blurred hand supports this (in motion, whereas, despite their acrobatic 
positions, the swordsmen have completed their lunge and are in a state of 
stillness); the stage is a vessel of movement, with stillness at its edge. 
The edge of the stage and the photographic edge are coextensive 
with one another, whereby to leave the stage would be to 'leave' the 
image; indeed, Ubu's foot has already crossed the line. This edge is the 
"frontier of a moment" (Franck and Berger 1998,13; see 205-7,217- 
221), and marks a temporal limit, as well as a physical frontier; thus 
Koudelka's photograph in the metonymy of the dramaturgy: Ubu cannot 
leave the space or the world (for now - he and his wife will escape to 
another world in due course, at the end of the play), and the stage 
becomes this delimitation. The photograph frames and stages this 
moment. 
What is more, the photograph does not contain anything outside 
of the frame of the stage: the stage edge is not visible due to the tightness 
of the frame, and the rear of the stage, which might have revealed some 
machine aspect (curtain, backdrop, flats), is merely an area of darkness, 
making no impression on the photographic negative. There is little doubt 
that what one are seeing is theatre, but it is left to lighting, costume and 
positioning to reveal this. The frame, then, is here operating in 
collaboration with the stage frame. 
In the next image (Figure 17) also from Ubu Rol, a figure is lying 
on the stage floor. This image might well have been taken from the same 
vantage point as the previous one, but here there is a tighter cropping, and 
a clear isolation of the figure. 
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The photographer makes a selection that does not include the 
frame of the stage, nor does it echo the stage 'picture': the three- 
dimensionality of the stage is emphasised by way of the plunging view. 
The stage floor effectively becomes the background. 
King Lear 
Koudelka photographed Peter Brook's Production of King Lear, 
mounted in Prague in 1964 (Figure 18). 
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The shot is, once again high-angle, looking down from the 
auditorium, and the perspective is flattened. As in various Koudelka 
theatre photographs, the two bodies have become entangled, and cast a 
single shadow. Compared with other photographs from Koudelka's 
corpus, contrast is low overall, and the image appears somewhat muddy. 
The image's contrast is higher, however, around the faces of the figures, 
which are made up of areas of total highlight and total shadow. 
in an essay published in Div, adla in 1964 (quoted in Färovä 2002), 
Anna Farcývä suggests that Koudelka's approach tee photographing King 
Lear is entirely in keeping with Brook and his company's version of the 
play, and to their artistic process. She states that, rather than making 
something "aesthetic", or "photogenic", Koýudelka instead creates images 
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that match the production, ugly ones. Färova contrasts this with one 
obvious approach, which might be to make photographs that seek to be 
separate from the stage work; Koudelka's approach is to 
submit photography to a process like the one used in 
the artistic conception of Brook's Lear. That means 
taking the transformation of ugliness to the 
outermost limit, to sublimity and Beauty (Färovä 
2002,6). 
For Färovä, Koudelka is singular in his capacity to resist the temptation of 
transforming the play into a thing of beauty. 
Färovä's text discusses the photographs in terms of what is 
described as a choice between fidelity to the play and artistic licence, 
describing how photographs can observe what happens onstage: "the 
action" (Färovä 2002,6), but also capture the "ultimate sense" (6) of the 
production as a whole. Färovä suggests that the work of faithfully 
conveying the performance consists of both conveying "composition and, 
elsewhere, the intentional lack of composition, as well as the movement, 
interrelationships, and rhythm. " (7). We can take from this a particular 
notion of fidelity pertaining to the role of the theatre photographer. 
Koudelka's 'genius', for Färova consists of photographing both the global 
and the particular of the production, but also - the author seems to be 
claiming - of managing to capture something of the 'spirit' of the play. 
She states that this happens when both parties reach a compatible 
aesthetic position, when the photographer approaches photographing the 
play in the same way as the director approaches directing it. 
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Selection, Cropping, Exclusion 
This idea of fidelity, which is recurrent in discussions of theatre 
photography or of performance documentation (see chapter 1: 79,95; 
178), is at odds with how Koudelka sees his work. From the remarks 
below, it would appear that Koudelka adopts an approach that is very 
much opposed to being 'faithful'; if he is, as Färovä suggests, faithful to the 
'spirit' of the play, this is often done specifically by way of a betrayal of the 
production's visual structure. In the interview with Vicki Goldberg 
(Koudelka and Goldberg 2007), he states: "When [you] photograph the 
theatre, you deal with something that's already done" (something that 
already finished). The implication is that Koudelka is not interested in 
recording something that is finished, in reproducing a work. Elsewhere, 
he states: "Documentation, the recording of a performance, never 
interested me. Another possibility was to take the performance as an 
initial reality and try to make something different out of it" (Hviid'ala and 
Koudelka 2003,125). This possibility, this creativity, paradoxically 
depends upon an approach to photographing performance that Koudelka 
describes as destructive: "So what can you do with it more? Only to 
destroy what was done and to create something new out of it" (Koudelka 
and Goldberg 2007). As a polished and complete object, theatre can only 
give rise to photographs if it is treated dynamically as raw material, and its 
existing structure ignored. Goldberg suggests that Koudelka's material is, 
in fact, "virtually nothing", claiming that Koudelka operates by finding "a 
nothing from which a vision creates something". 
In order to find this 'nothing' Koudelka reduces the contents of 
the photograph, excluding all but the raw material that is required, and he 
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refines the image by way of close-ups and of cropping. Cropping, that is 
the exclusion from the frame of certain elements, characterises much of 
Koudelka's theatre work, and marks the principal difference between the 
early theatre images (primarily from the Divadlo Na Zäbradli) - from 
which the images above are drawn - and the later work (primarily at the 
Divadlo za branou). 
Exclusion and selection are part of photography, in that the 
photographer necessarily frames in a particular way, and framing 
excludes by its very definition. But the difference I wish to signal here is 
linked with the question of 'making something different' that Koudelka 
mentions in the above quotation. In the early images, such as those we 
have already examined, Koudelka preserves stage images. Although 
neither of the above images represents the full stage, there is a way in 
which that frame is maintained, and persists in the photograph. In the 
later images, however, the stage frame is no longer visible or - at times - 
discernable or even implied. What is more, in these later images the 
bodies of the actors are frequently not whole, and Koudelka's images 
reduce attention to body parts, shapes, lines, and areas of contrast. 
Koudelka has been described by Kozloff (1994,1) as possessing "a certain 
exclusionary genius, " and although the comment was made with regard 
to Koudelka's sense of experience and history, it seems to be apt for 
understanding his practical approach to photographing. This idea is 
reinforced by Goldberg (Koudelka and Goldberg 2007), who, in her 
interview with Koudelka, suggests that his pictures work by "elimination 
and not illumination. " 
8o 
Koudelka often produces images where it is hard to determine 
what is represented. By way of cropping and concentration on one small 
area, as well as the high contrast (which I address below), images attain 
abstraction. In the image below (Figure 19) another photograph from 
Ubu Roi, there is an absence of clues as to what the photograph is 'of'. 
The aesthetic seems to correspond to the playwright's stipulations for the 
play. 
I iiurc I'ý. Ul,,, Jwwl IIWI. 
The elimination of background, which is a feature of much of 
Koudelka's stage photographs, corresponds to what Alfred Jarry (1965a, 
xxiii) deems appropriate for the staging of his plays: "1aJ colourless 
background can be achieved simply, and in a way which is symbolically 
accurate, by an unpainted backdrop or the reverse side of a set. Each 
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spectator can then conjure up for himself the background he requires". 
The character of Ubu, Jarry suggests in a letter to Lugne-Pue (tarry 
[18961 1965, xix), should be masked. We learn, however, from his 
preliminary address (Jarry 1965h, xxvii-xxviii), that this desire was not 
realised in the original production. In Krejca's staging, too, the character 
appears to wear no mask, but Uhu's face is mask-like in Koudelka's 
image. 
The images below (Figure 20; Figure 21), from productions of 
Ivanov and An Hour of Love offer a closer view than did the previous 
images. Otomar Krejca directed both productions at the Divadlo za 
branou. 
I igiirc 20.11,111m. Jwwl KmI(IL Ik, iitl, i,; iitIIll I'liw t, 1 ')70. 
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Figure 21. An Hour of Love, Josef Koudelka/Magnum Photos, c. 1 965- 1 970. 
In even the more conventional images above (Figures 2 and 4), 
Koudelka clearly treats the theatre performance not as a two-dimensional 
image to be reproduced, but as the basis of an image. 
Koudelka had been photographing at the Divadlo Na Zäbradli for 
some years, when Koudelka and Krej6a discussed the possibility that he 
might take photographs at Krejca's new theatre, Divadlo za branou. 
Koudelka was very clear about how he wanted to work: "[wle met to 
discuss the terms and conditions: three were important to me" (Hvizd'ala 
and Koudelka 2003,123). The terms, as proposed by Koudelka, were: 
"to he present during the preparations"; "to photograph at least three full 
dress rehearsals"; "when taking photographs, to be able to move freely 
among the actors on the stage. " Krejca agreed, despite finding the 
requests unusual: he recounts that Koudelka "asked that he be allowed to 
take his photographs wherever he thought best It) take them, even 
onstage, among the actors in mid-scene. " (Krejca 2006,41 ) 
Thus, Koudelka became extraordinarily mobile as a 
photographer, with access to the stage. This can he seen as a continuation 
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of the approach that I have described: the photographer compromises the 
stage image by effectively entering it and taking pictures from that vantage 
point, and it also breaks the parallel between the photographer and the 
spectator. This recalls Koudelka's non-theatre photographic work, which 
is often shot close up. Koudelka has suggested that it was this experience 
with Krej6a that informed this later approach to photography: "I was 
grateful to him because, by allowing me to photograph in his theatre the 
same was as I photograph real life, I learned to see the world as theatre. " 
(Hvl d'ala and Koudelka 2003,125). The requirement that the 
photographer would be allowed to photograph several dress rehearsals 
suggests, however, that photographing theatre the same way as 
photographing "real life" differs from a documentarist approach whereby 
the repeatable nature of theatrical representation is dismissed in favour of 
photographing theatre as ephemeral or fleeting. Rather, this is the 
continuation of Koudelka's preoccupation with creating a photograph 
rather than documenting or reflecting 'finished' theatre. 
In addition to tight framing, and photographing from within the 
stage 'image', Koudelka's aggressive approach involves cutting the 
photographic material itself, which - as an irreversible act (unlike cutting a 
print, which is one of any number of reproductions) - demonstrates 
Koudelka's foregrounding of photographic materiality, as well as the 
significance of the photographic work that takes place after shooting. 
Koudelka's stage photographs are cropped images from a 6x6 
negative (Koudelka and Goldberg 2007). Unlike many photographers, 
Koudelka considers darkroom work as an important part of producing 
an image (indeed, he apparently spends the winter months developing 
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and printing the films lie exposes during the summer months). 
Darkroom work places the photographer at work in between the 
shooting and the distribution of the image. The resulting images, as a 
glance at Koudelka's archive of theatre photographs at Magnum reveals, 
are of varying dimensions without any uniform dimensions and the 
negatives are cropped very tightly at times. Koudelka calls this process 
finding "the essential" (Koudelka and Goldberg 2007). 
In Figure 22 bodies onstage are reduced to body parts in the 
image: the heads are isolated by way of the obliteration of background. 
Although I contend that much of Koudelka's unique approach is present 
in his work from the earliest images, his work at the Divadlo na zäbradli is 
a concentration of the same ideas, and - in particular - the motif of 
disembodiment is particularly pronounced. See, for example, the image 
below (Figure 22). 
Figure 22. An Hour OI Lnnr, III/NUgiiuiii (. 1965-1970. 
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This image, from the 1965 production of Josef Topol's Cat on the 
Rails, directed by KrejLa, is obviously cropped from a larger one. The 
bodies become merged and intertwined and the gesture of the female 
figure becomes ambiguous, suggesting violence as much as a affection. 
Once again, what little background there is obliterated in the high contrast 
of the image, which is an effect of Koudelka's cropping of the negative 
(the reduced surface area of the negative simplifies the image when it is 
enlarged, and detail is lost). The low levels of light also contribute to this 
effect. Moreover, Koudelka claims he used cinema film (rather than film 
for still photography), imported from East Germany (Koudelka and 
Goldberg 2007), which may give Koudelka's images their particular visual 
quality of near-absolute whites and blacks, emphasising line and 
exaggerating the zones of light and shade. 
An area of brightness probably creates the hazy area in the top 
left-hand corner of the image. Again, the effects of this are enhanced due 
to the materials used, and the high grain of the image is mainly due to the 
degree of enlargement. Krej6a (2006,41) describes the reactions of 
himself and the actors upon seeing Koudelka's photographs of their show 
for the first time, saying that things were recognisable, but appeared to be 
"covered in a dreamy and contrast-filled mist". The spectacle described 
evokes the spectral in that it is both familiar and unfamiliar, as well as 
because of the ghostly effect of the haze (reminiscent, even, of the genre 
of 'spirit photography'. 
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The Three Sisters 
But the spectrality of the images is not merely a question of their 
ethereal appearance. Rather, the images are hauntological in that they 
foreground their materiality, emphasising visual noise, technological 
artefacts, and embrace the photosensitive materials' being tested to the 
point of failure. A series of images from the 1966 production of The 
Three Sisters at the Divadlo za branou is the clearest example of this. 
IFigurc 21. flit llit cc tiitiicts, . I()ticl 
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In the above image there is both mist and also high contrast, 
as per Krejca's comment. The two figures are affected differently by the 
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light, with the figure ein left is reduced to highlight and shadow. 
Ii sirr ? 1.7'lic Kuiidrlk, i/hl, i+; imm Photos, 
1966. 
The above image is tightly cropped, enlarged from a wider frame, 
which impacts upon the contrast and quality of the image. Again, the 
grain of the negative is particularly visible as a result of the enlargement, 
and - to borrow Krejca's term - appears as mist, revealing the structure 
of the image. Thus, present for the viewer is both the structure of the 
photograph (what the photograph is made of) along with the subject 
matter (what the photograph is of). The expectation of a transparent 
photographic surface is undermined as the material is pushed to its limit. 
Although Krejca (2006,41) emphasises the surprise that was felt 
when Koudelka's images were first shown, he states that the intimate, 
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cropped, scenes were nonetheless familiar, rendering "each actor's most 
fully charged moments - when the traits of their characters, shaped by an 
organic emotion, took on the rosy hue of human flesh". The choice of 
language by Krejca suggests once again a spectrality in these black and 
white images, with the director perhaps suggesting that the photographs 
show something invisible. 
Figure 2. Jut 1'lurcý . ýi, ýý rc, Iu (I ly(m 
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Georges Banu (quoted in Krejca 2006,42) describes a 
photograph he saw of Krej6a's The Three Sisters by listing the elements in 
it: epaulettes, pince-nez glasses, etc. It is probable that he is referring to the 
image above, and his reducing it to a list is telling and appropriate since, 
here, as in much of Koudelka's work, objects or elements of the image 
seem dislocated or fragmented: reduced to shapes by the high contrast 
and the aggressive cropping. Banu describes the photograph as "an image 
from the world of tragedy" (42). 
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Barau saw Koudelka's photograph before he saw the production 
of The Three Sisters, which he eventually attended in Amsterdam. His 
description of the relationship between memory, show and photograph 
suggests a disjointed temporality: "I still remember it well, even today, 
particularly the last scene - the one I had seen in the photographs, and 
which was performed for me, live, before my eyes, in the time and space 
of scenes" (quoted in Krejca 2006,42). Unlike the protagonist of' Proust's 
novel (see Introduction, 19-20), however, Bann is not disillusioned when 
he sees the show. Rather, like Marcel, he seeks to comprehend it in terms 
of theatre photographs: 
The experience of theatre was for me synonymous 
with the astounding impression of photography: 
those graphic and timeless summations of Chekhov 
by Koudelka. I could never have imagined such 
graphic and timeless summations of those scenes" 
ý/IIt ' . 
l1 1i1ý, iii", k I Vlilliýl 
A1ýIý; fllllil ý ýItiliý"ý, 1900. 
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(Krejca 2006,43). 
The above image is so high in contrast that it is effectively 
posterized, that is, it is made up of only two full tones. The effect is one of 
an impression, rejoining the experience of viewing a photograph with that 
of watching stage performance (cf. Blau 1995,245), resembling the effect 
of light on the retina. Koudelka stages the theatre photograph as an 
encounter with spectral bodies, rather than as a reference to a concrete 
body that can be said to have been 'there'. The grain, and high contrast, 
which lead to abstraction do not only overwrite the photograph's 
'content', but are also, paradoxically the initiators of an encounter with 
something not entirely present. The surface of the image, then, is what 
both points to and obscures in the same gesture. Such a gesture operates 
outside a chronological or sequential temporal mode, and so, in 
Koudelka's work, the photograph points to the performance while 
foregrounding that the performance never entirely took place in the there 
and then; the spectral - as Derrida has shown - gives rise to, or takes 
place in, dyschronia. 
Thus we can recognise that the disturbed temporalities described 
by both the director whose work seems to be pre-empted in photographs, 
and the critic whose experience of a show is shaped by photographs are 
indications that Koudelka's work provokes and embraces temporalities of 
rupture and discontinuity, something that we might link to the 
photographer's experience as an exile. As Ulrich Baer, writing about just 
such a temporal mode of photography puts it: "for uncounted numbers of 
individuals, significant parts of life are not experienced in sequence but as 
explosive bursts of isolated events" (Baer 2002,6). Baer draws on the 
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writings of Flusser, and suggests that one might risk attributing parts of 
his photographic theory to his own lived experience; indeed like 
Koudelka, Flusser was an exiled Czechoslovakian. 
By way of cuts, cropping, darkroom techniques, ghostly mobility, 
close-ups, reduction, obliteration of detail, and the other - often 
destructive - techniques employed, Koudelka dynamically avoids 
documenting performance and instead creates, or stages, an encounter. 
The images are not windows onto something, but rather an attempt to 
make the viewer a spectator. Porter (2006), who was the first person to 
exhibit Koudelka's photography in the West, claims that Koudelka's 
photographs all function in this way: "making us witnesses to the facts 
through his photographs, he also makes us accomplice to the fact. " 
Koudelka's photography is theatrical in that it embraces "a fractured 
reciprocity whereby beholder and beheld reverse positions in a way that 
renders steady spectatorship impossible" (Freeman 1991,1). If Koudelka 
can be said to document anything, he documents disappearance. Henri 
Cartier-Bresson writes about the capturing of fleeting objects: 
We photographers deal in things which are 
continually vanishing, and when they have vanished, 
there is no contrivance on earth which can make 
them come back again. We cannot develop and 
print a memory (Cartier-Bresson in Szarkowski 
1980,112), 
Koudelka's procedure is, however, distinct from this, and the 
photographer is not catching things before they disappear, but is catching 
them as they disappear (or perhaps enabling them to disappear). Such is 
the brutality of Koudelka's theatre images - they obliterate one scene and 
institute another. 
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CHAPTER 4 
Staging Photography: Martine Franck 
In the end, is the photographing of people's, scenes of 
everyday life, so very different from theatre 
photography? The event merely happens next to us on 
the great stage of our everyday universe (Weill 1954, 
126). "' 
Everybody's got an angle. Photographers are no 
exception. Especially street photographers (Boxer 2002). 
A disciplined worker, Franck often advises young 
photographers to practice by taking photographs of 
theatre rehearsals, as the whole process repeats itself 
the next day, giving the novice a chance to improve on 
the same composition. [... ] She also encourages 
students to engage with other cultural activities outside 
photography - to go to plays, watch movies or visit 
galleries like the Louvre, "rather than being interested 
only in fleeting moments" (Baring 2007, n. pag. ). 
Theatre photography simulates the perspective of an audience 
member - this is an ideological process, and takes place via a series of 
relations, from the photographer via the network of distribution, to the 
spectator; the reception of the photograph is shaped by way of the 
complex interplay of elements. This is as much the case for archive 
photographs as it is for publicity images which, as Matthew Reason (2006, 
146-80) has demonstrated, are instrumental in shaping how theatre and 
performance are seen. As Reason suggests, publicity photographs have a 
role of giving a glimpse of future performances despite being produced 
and distributed before - in the majority of cases - rehearsals have even 
"', 'Au fond, la photographie des hommes dans la vie, des scenes de la vie de tous les 
jours, est-ce si different de la photographie de theatre ? L'evenement se passe 
seulement ä cote de nous sur la grande scene de notre univers de tous les jours". 
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begun, and certainly before the performance - at least that which 
spectators might see - is photographable. 
The Mythic Theatre du Soleil 
If, as Roland Barthes argued, myth is a type of speech, and is 
produced not in collusion with the object of its message, but with the 
means by which that message is spoken, photographs are a powerful way 
in which performance is mythologized, or made myth. The Theatre du 
Soleil recruits photography to such an end: few theatre companies are as 
well known by way of visual images as the Soleil, and images of the 
company's work have circulated far and wide, surely contributing to the 
ways by which it achieves its 'mythic' status. This is supported by the fact 
that the Soleil in fact produces relatively few productions (certainly 
typically less than one per season), and - although production run for 
many months - for much of the time the theatre is 'dark', as the company 
continues its long processes of creation and rehearsal. 
In Understanding Media, Marshall McLuhan (1964,211-12) 
describes the role of the camera in bringing an image to a viewer, and 
makes a link with air travel, which similarly has the effect of bringing 
things closer. This idea of bringing things closer also of course 
corresponds with the effects of reproducibility on the work of art. Where 
both accounts are astute is in their allowing for the possibility that what is 
being brought closer by way of the camera is not necessarily something 
unknown to the viewer. Benjamin suggests that photography (this is the 
technology he cites the most frequently) magnifies, and allows one to 
check the details of something with which one is familiar. Although 
McLuhan refers to the photograph as a window onto something faraway 
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and exotic, he also describes the co-evolution of air travel and 
photography, and suggests that the two practices feed into one another, 
creating a dynamic whereby travelling is done in order to check a 
photograph is accurate, and photographing is done in order to prove one 
has travelled. This corresponds to a passage by Roland Barthes, from 
Camera Ludda, where he suggests that photographs do not necessarily 
tell us anything new, but rather its power consists in concomitance, and its 
attesting to something having been there. 
The experience of seeing performances at the Theatre du Soleil 
might replicate the functioning of photographs: the theatre's location at 
the Cartoucherie makes the site of the performances both secluded and 
remote, but also close to Paris; these are the ideal conditions for the 
'auratic' to take hold. Although it is likely that many amateurs of the 
Theatre du Soleil have rarely, if ever, seen the company's productions, this 
is not the crucial point. Rather, one can identify that photographs of the 
work participate in shaping and creating how the company's work is seen. 
The photographs, as performances, supplement, supplant, and even 
replace the experience of attending a show, and - to return to the 
Barthesian insight - the circulation of images, more than the photographs 
themselves, establishes the frameworks by which the work is seen. There 
is something reminiscent in this of McLuhan's ideas about photography 
and its capacity to function as an extension, extending the reach. 
Photographs do this, but also, inevitably perhaps, distance as they bring 
closer, as they objectify and mark the distance of what they relate 
(Barthes [1980] 1984,81-3; Cadava 1997, xxiv-xxv). 
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Despite the specificity of the company's location, its schedule of 
productions and its remote site, these observations might apply to the 
work of other companies, and the role of photographic images might not 
be entirely unique to the Soleil. Nevertheless, what I suspect may be 
exceptional concerns how photographs participate in how the company's 
work is received. In the case of the Soleil, photographs can be seen to 
concentrate particular narratives about the company's work, and embrace 
the company's own tendency to emphasise its performance beyond the 
actual presentation of a work. I contend photographs occupy an 
important position in the modus operandi of the Soleil, with its emphasis 
on process, and with its practice of staging the encounter with the 
audience as an intimate exchange, wherein the audience apparently has 
access to areas that are typically 'off-limits' in theatre. Audiences 
attending shows at the Soleil are invited to arrive early, and can eat food, 
prepared by members of the company, and typically linked with the 
production (so, for, the 1997 production Soudain des suits d'eveil, 
Tibetan food was on offer, etc. ). Spectators, again arriving early, can 
watch actors get in costume and apply make up, in an area of the large 
room in which the audience arrives. While such a spectacle operates by 
way of notion of being behind the scenes, backstage, and seems to be an 
attempt to demystify theatre, it is also itself an organised spectacle, and 
has become a trademark of the company's work. Moreover, by way of 
announcements and the circulation of timetables for productions, 
audiences, although they do not attend rehearsals, are made aware of the 
progress of these lengthy processes by way of updates in newsletters and 
on the website. 
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Unsurprisingly, then, photography at the Soleil has tended to 
emphasise preparation, the backstage, as much as the show itself; 
spectators see a complex spectacle. For the most part, the work of the 
company has, over the four decades of its existence, been photographed 
by only two photographers, Michele Laurent and Martine Franck, with 
the latter having worked on the majority of the company's shows and 
having been linked with the Soleil since the company's beginnings. 
Franck's work is distributed in a number of ways. There are often 
photographs and posters displayed at the company, and play texts and 
other books are usually illustrated with photographs. One significant 
vehicle for Franck's work was a series of two books, published in 1982 
and 1984, comprised of photographs from the Shakespeares cycle of 
plays (Franck and Roy 1982; Franck, Temkine and Moscoso 1984). Both 
of these books contain stage images as well as shots showing the actors, 
designers and Mnouchkine at work. In particular, the images tend to 
show performers preparing to go onstage, or to rehearse. While several 
images in each book are stage images, approximating the view of a 
spectator watch the show, the emphasis is placed on shots from behind 
(or, equally accurately perhaps, before) the scenes. Indeed, these books 
resemble a reportage and, appropriately their images were more recently 
reproduced in a collection of stories by Magnum photographers (Boot 
2004,147-153); in that volume, Franck's photographs from the Soleil are 
side-by-side with photographs from protests, wars and famines, as well 
as sociological reportages set in a particular milieu (where Franck's Soleil 
photographs seem to find their closest affinity). 
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The photographs constitute a performance which, as I have 
stated, extends the reach of the Soleil, and create, maintain, or consolidate 
the company's relationship with audiences who may not regularly see 
shows. And what is shown is seemingly an entire working process, or at 
least a view that encompasses the wings and backstage as well as the 
stage. This is, however, distinct from books such as In Rehearsal at the 
National (Haill 2001; see 116), which seems to offer an invitation to view 
something that would normally be hidden; it is - perhaps - more an 
approximation of what a spectator at the Soleil might expect to see at a 
performance, albeit with access to the rehearsal process, and magnified by 
photography. In the diffusion of the photographs, process is emphasised 
over spectacular production: images of actors applying make-up grace the 
covers of both editions of Double Page dedicated to Franck's work at the 
Soleil (Franck and Roy 1982; Franck, Temkine and Moscoso 1984), and 
the images selected in these books are of rehearsal and preparations as 
much as of anything approaching a stage performance, as the table of 
contents and caption list reveals (Figure 27). 
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Figure 27. Index of photographs from Double Page (Franck, and Roy 1 982). 
In the next section, 1 will examine examples from Franck's 
archive at the Soleil, and also consider this alongside her other 
photographic work. 
Staging Photography 
Franck claims that she is "not a theatre photographer". "' Such a 
comment has important significance in looking at the role of the 
photographer, and photography as a professional practice, but it also 
points to the complexity of Franck's position. There are many 
photographers who - at least professionally - only photograph theatre 
and performance, working for a specialist press agency or freelance, or 
for a theatre company (the latter being rather rare). Other 
photographers, like Franck, are not a priori theatre photographers, but 
132 Private interview with Martine Franck, Paris, I March 2006. 
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regularly take theatre photographs as part of a broader career. The work 
of such a photographer, made up of disparate elements, with theatre 
photographs appearing only intermittently, gives an opportunity to 
compare theatre and non-theatre images. Unlike Josef Koudelka, whose 
work I examine in the previous chapter, and who, like Franck, is a 
member of the Magnum Photo agency, Franck's theatre photography is 
not limited to a specific period of time, but rather is an occasional 
constituent of her work, and theatre work only a minor one (theatre 
photographs make up a small part of Franck's published and exhibited 
output). If Koudelka appears to have been - if only for the decade in 
which theatre photography was his focus -a jobbing theatre 
photographer, the same cannot be said of Franck. What might link the 
experience of theatre photography for both of these photographers is that 
they are specific to particular situations and circumstances, and are the 
result of chance: Franck13' describes her own becoming a theatre 
photographer as something of an accident. 
Franck was the co-founder (with Ariane Mnouchkine) of what 
would become the Theatre du Soleil, and her work at the theatre is, she 
claims, entirely the result of her friendship with the director. 134 Her work 
with the company pre-dates her being a professional photographer. 
Although Franck does not consider herself a theatre photographer, and 
attributes her theatre work to her personal links with the Soleil, she has, 
in fact, intermittently taken theatre photographs in a number of contexts, 
133 Private interview with Martine Franck, Paris, 1 March 2006. 
134 Private interview with Martine Franck, Paris, 1 March 2006. Franck also claims in 
this interview that Mnouchkine taught her to use a camera when the two travelled in 
Asia in 1964, also recounted in Martine Franck (Baring 2007, n. pag. ). Cf. Meyer- 
Plantureux's monograph (Meyer-Plantureux 1992,56-63). 
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throughout her career. Franck's archives, held at the Magnum Photo 
offices in Paris, reveal - if one examines the contact sheets -a wide 
variety of photographs of performance, including images of operas 
(notably Peter Sellars' 1987 Nixon in China), and of various theatre 
productions. The photographer recently photographed Robert Wilson's 
Fables de La Fontaine at the Comedie Francaise, and some of her images 
were published in an illustrated edition of La Fontaine's work (La 
Fontaine and Franck 2004). It is the case, however, that these are a 
limited part of the photographer's work and, in the archives, stage images 
are surrounded by portraits, photographs of demonstrations, travel 
photographs, etc. 
Looking at theatre and non-theatre photographs side-by-side is 
fruitful as it forces one to examine points of intersection between these 
different kinds of photographs - and these points are often precisely 
concerned with theatricality in photography and with the ways in which 
theatre might be photographic. 
Theatre Photography and Magnum Photos 
As a member of Magnum Photos, Franck is associated with 
photography that might seem to be the antithesis of theatre photography; 
Magnum Photo tends to be associated with newsworthy events, wars, 
disasters and with the candid and 'street' photography developed by 
Henri Cartier-Bresson (one of he founders of the agency, and Franck's 
late husband). Franck1" recognises the contradiction, but also highlights 
135 Private interview with Martine Franck, Paris, 1 March 2006. 
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the fact that the agency represents very diverse photographers, and varied 
work, and moreover does not in any way control what pictures members 
take. Photojournalism or street photography seems at odds with stage 
photography. 
However, stage photographs are not necessarily staged 
photographs, and Franck states that her stage work - in contrast with the 
work of photographers such as Therese Le Prat - is not staged or posed. 13' 
Indeed, she says the same of her portraiture and street photography. But 
Franck embraces a wide definition of stage work: she started her career as 
a fashion photographer, photographing for Vogue in the late 1960s. She 
describes shooting models on the catwalk as stage work, as well as studio 
work with fashion models, "' claiming that the crucial difference is 
between seeking to photograph a situation that is organised for the 
camera from one where the camera captures something despite its own 
presence. 
As I have mentioned in examining Koudelka's work, the words 
'theatre' and 'theatricality', as well as 'drama' and 'dramatic' are routinely 
employed in describing photography, and this is the case for the work of 
Magnum photographers, where the suggestion might concern the 
identification of the stuff of theatre in the lives of people (or indeed the 
'theatres' of war). And indeed, Franck's (non-theatre) work involves 
spatial arrangements of people are organised into sites of performance 
and of viewing, and Franck embraces the drama and the theatre of 
136 Private interview with Martine Franck, Paris, 8 May 2007. Indeed, Franck suggests 
that almost none of her photographs is staged or posed (in terms of published images, 
she could only find one example of staging), even the portraiture for which she is best 
known, which she claims requires a certain spontaneity and risk. 
137 Private interview with Martine Franck, Paris, 1 March 2006. 
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everyday life. Moreover, she photographs, I hope to demo nst rate, scenes 
of life as theatre but also applies this approach to photographing theatre, 
creating work that sometimes restages or unstages theatre performance. 
Motifs 
In addition to Franck's photographs of shows (plays, operas), she 
has also photographed numerous performance events, such as cabaret 
shows and 'happenings'. But Franck also photographs less formal 
performances, such as presentations of work, for example (Figure 28), 
showing a musical performance by children - Franck has called this image 
"a theatre photograph". "' 
Figure 28. lI i1 (1, (, i ,, ,( iii i( I, I;,, i, I,, i ii I'i, i, I,, 11,1nkc, Martine 
rýºººck/N ,q num I'IºutO', 1 98I . 
In Figure 29, Franck photographs the audience at a meeting of 
pensioners, and there are a number of images of spectators in her archive. 
""Private interview with Martine Franck, Paris, 1 March 2006. 
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Figure 29. Pensioners' meeting. Palais des Sports, Paris, France. Martine 
Franck/Magnum, 1975 
Franck also photographs drawing classes, and life drawing, 
again photographing people intently viewing. She appears to approach 
photographing as seeking an angle; and the photographer has stated this 
in physical as well as philosophical terms, equating finding the angle of 
attack of a photograph with justifying photographing at all. "9 Franck 
appears to be playing with the perspectives of her subjects, particularly 
where one or more viewers scrutinize a subject. Franck seems, if one 
examines her contact sheets, to be dynamically shifting from shot to shot: 
in one shot, to return to the example of drawing, she might view from the 
perspective of the artist (although there always seems to be something 
giving nuance to this, and - as we shall see in her theatre images - she is 
never entirely aligned with the person doing the viewing), in the next she 
might seem to be looking back at the drawer, then she might encompass 
both, and play on the diagonals of the scene. 
Franck's photographs often find such interplays of gaze and 
engage with the performances of the scene. As Erving Goffman states, 
such states are part of everyday human interaction (Goffman 1974), and 
19 Private interview with Martine Franck, Paris, I March 2006. 
204 
one might imagine that the photographer has only to capture them. 
Franck does however seem to apply pressure to such scenes and, 
specifically, often seems to seek an angle which exposes (and sometimes 
ruptures) the line which Goffman describes as being "ordinarily 
maintained between a staging area where the performance proper occurs 
and an audience region where the watchers are located" (Goffman 1974, 
124-125). Likewise, she photographs moments where her subjects 
perform, either - one assumes - for the camera, or for another person, 
who might be in the photograph or not. Thus Franck frames a scene with 
multiple spectators. The viewing angle of the photographer does not 
necessarily organise the shot, which can contain performances operating 
in various directions. Indeed Franck only rarely 'sides' with the viewer, 
seeming to prefer shooting across the lines. 
The difference between Frank's theatre images and the rest of her 
work is a question of angle, and of a line, but also of distance. In the 
introductory pages to a book of her photography, Martine Franck and 
John Berger (1998) correspond via a series of faxes; Berger responds to a 
selection of Franck's photographs, and Franck responds to his questions. 
Berger includes a drawing in one of his faxes, (which he later states is) 
intended to show a foot crossing a line, the transgression of a boundary 
(12). Franck interprets the drawing as showing a foot tiptoeing, carefully 
stepping, and remarks that, for her, photography is often about walking, 
and in particular about remaining cautiously mobile. 
Both Berger's intentioned meaning and Franck's interpretation 
are significant to this study of Franck's work, and address her complex 
status as a photographer who (also) does theatre photography. The idea 
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of a line, of a boundary, or of a limit is very strong in the photographs of 
Franck, and this is especially the case in her photographs of theatre, 
where there is also the limit of the stage (sometimes a very strong line), 
which Franck by turns respects, mimics, appropriates, violates and even 
photographs. But Franck's initial misunderstanding of the drawing as 
showing stepping, someone (the photographer) "tip-toeing so as not to 
be seen or heard" (12) is also significant. Franck has described the 
importance of mobility for the photographer (she talks about 'sensible 
shoes' in her faxes to Berger). In common with reportage or street 
photographers, Franck privileges these kinds of quality for the 
photographer. And, the idea of not being heard is important in this as 
well; Franck is describing a rather discrete and non-intrusive way of 
photographing. The implication is that walking allows the photographer 
to literally see things from different perspectives, from the back, from the 
side. In the light of theatre photography, however, the potential for this 
walking is in some ways limited: partly because of the physical 
particularities of theatre spaces, and the barrier of the stage, but also due 
to the distribution of lighting. In this sense, the photographer, whatever 
her intentions, might be obliged, at least some of the time, to photograph 
along the lines of sight, into the light, or towards the subject. 
Distance, too, plays a part: while Franck - in common with many 
other Magnum photographers - uses highly portable cameras, and uses 
fairly wide-angle lenses. 140 This equipment necessitates getting close to 
the subject, something which Franck and others have embraced, and 
140 Magnum Photo founder member Robert Capa is quoted as saying "If your pictures 
aren't good enough, you're not close enough", and the agency' is associated with a 
style of photography that requires proximity to the subject. 
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which characterises a certain 'street' style of photography. For stage 
work, on the other hand, Franck tends to uses different equipment: a 
Canon SLR fitted with a telephoto lens, in order to bridge the distance 
from auditorium to the stage. 14' All of the motifs I have identified below 
relate to these ideas of angle, boundary and distance. 
One motif is the imaginary line between performer and spectator, 
a line (which can be conceptual) with which Franck engages. This 
happens in a number of ways. As Franck has suggested, photography is 
about 'transgression' (Franck and Berger 1998,13), and the 
photographer seeks to cross a line. But, as part of an elaborate staging 
mechanism, photography also creates a line. For Franck, this is a 
theatrical line, a fourth wall, which is a conceptual wall, which only exists 
in as much as it is transgressed. But this does not preclude the frontal 
nature of the spectator's gaze, and, in Franck's photographs there is a 
sense of a line that is both respected and challenged, or even broken. 
Franck repeatedly photographs this line, or finds framings and angles that 
reveal it. 
Franck often photographs along the line of vision of a spectator. 
Although she aims to photograph the whole life of the Soleil, and so is not 
necessarily constrained (as might be the case for a photographer seeking 
to 'document' the show or otherwise replicate the experience of the 
spectator) to take stage shots from the auditorium, there are a large 
number of these images in her corpus. Of course, one should not imagine 
that the photographer ever replicates the vision of the spectator anyway: 
there no one line, no one angle, since every spectator occupies a different 
141 Les Shakespeares saw Franck photograph from onstage, and in many images she 
seems closer to the action than would be a typical spectator. 
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space, a different scat. There are also other complications: as I have 
stated, the 'show' at the Soled is self-consciously not liiiiitcd to the 
experience of the spectator in the auditorium watching the play; also, the 
Soleil has (although this is more a feature of the earlier productions) 
tended to embrace performance styles which specifically do not offer the 
frontal relationship of audience to players (promenade performance, 
clowning, etc. ). Moreover, spectators do not necessarily look where they 
are supposed to, although their gaze is guided by the position of their 
seats, by lighting, as well as by the performance action itself. In several 
images, such as (Figure 30) Franck shoots from the auditorium, playing 
the role of spectator. 
I it; urc W. h'ith, irý! II: I't itil)p, Ilullicr (Ihr ,1 ydcll i) , iiid l (dill AlIwld II 
apprentice), act III, sc. 4. 
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This image offers a point of view similar to that of a spectator at 
the auditorium of the Cartoucherie. Franck was probably in the seating 
blocks, in an amphitheatre configuration, when she took this photograph. 
This is a selective view, not a shot of the entire stage. This selection (the 
frame contains about one half of the stage area) emphasises the two 
characters, who are themselves contained within individual frames 
suggested by the vertical lines on the stage. 
Franck plays with the idea of a frame in the image. And there are 
two points at which the frame of the show's action are challenged - at the 
top and the bottom of the image. At the top, the backdrop is obscured by 
the lighting grid, which penetrates the loosely hung fabric marking the top 
of the stage. Thus Franck does not limit her frame to scenic or diegetic 
elements; as for the Soleil, the creations of illusion does not depend on 
the absence of such elements (rather it is perhaps established by way of 
them). At the foot of the photograph, we see the edge of the stage, which 
disappears into the darkness of the unlit auditorium. Thus Franck's 
frame seems to reveal the stage as a frame, which is all the more like a 
picture (or like a photograph perhaps even more) that it is marked by 
light. The photograph marks two frontiers of the scenic area: one is the 
infringement of the stage machinery, which is as if superimposed over the 
scene, and one is the stage edge. In another image by Franck (Figure 31), 
the frame is also emphasised. 
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Franck frames a frame-within-a-frame, or a picture-within-a- 
picture. And the viewer included in this image is, crucially, not looking at 
the picture, but rather reading the caption, perhaps seeking a contextual 
frame for the image. Both this picture and the previous stage image play 
with the idea of a frame, and examine the spectator as framer. Light is 
important here; whereas, in the stage image the shadow of the performer 
shows that the light is coming onto the stage from above and just outside, 
in Figure 31 the viewer casts a shadow onto the frame. The next image 
(Figure 32) is similarly worth examining in terms of light. 
210 
Fig urc 31 . 
Ex ii hit iuii, (iraºi(II'. il, ik, I'ati,,, Mm iiII, III lk/\lm iiiini flit 
Figure 32. La Nuit des Rois ( Twelfth Night): Julien Maurcl (Feste). Martine 
Franck/Magnum Photos, c. 1 984. 
This image, similarly, contains elements of stage technology, in the 
form of footlights to the left of the figure. These lights catch one side of 
the face and his palms. This image illustrates a point about distance. As I 
have said, one major impact that photographing stage work has for 
Franck is that she is held at a distance to her subject. Franck has stated 
that, for this cycle of Shakespeare plays, she was permitted to photograph 
from the rehearsal stage (and that this was never allowed again, due to 
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the distraction it caused for the actors). 14' Figure 33, fromm the same cycle, 
may have likewise hecn shot from the stage. 
Figure 3 3. L. l Null des Roil ( 7'itie//(/i A' '/ii): Juliei Arai Id (Mals (liwý), ht, iriiiie 
Franck/Magnum Photos, c. 1982. 
As I highlight in looking at Sophie Moscoso's rehearsal 
photographs at the Soled (chapter 5), photographs of an actor 
performing in costume, with a script in hand, have a slightly disconcerting 
effect, as a foreign body in the stage action. In the brochure of 
photographs in which it appears, this image is alongside various images of 
improvisation, 'character work' and 'clown work', which place it in a 
142 And, indeed, to the director. Private interview with Martine Franck, Paris, 8 May 
2007. 
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context of rehearsal. Although the actor seems 'in character' and is clearly 
performing to the auditorium, his gaze, down towards the book in his 
hand, seems to suggest that he is reading lines. Of course, as I show in 
looking at Moscoso's work, the Soleil is unusual in that actors test and 
swap roles until very late in the rehearsal process, and - by contrast - 
experiment with costume and make-up relatively early, and photographs 
capture this (see chapter 5, 'The Uses of Moscoso's Photographs'). 
The temporality of this image is also of interest, since it seems to 
address both photographic and theatrical time, and so is a point of 
intersection. As in Figure 31, where painting's caption is being read, text 
participates in the scene. The image concerns a moment of enunciation: 
the actor (the character) is performing the role while reading the words 
from a script. Thus the photograph conflates the temporalities of the 
textual, the theatrical and the photographic. What results corresponds to 
a nuanced notion of theatricality, as described by Patrice Pavis: "the 
specific enunciation, the movement of words, the dual nature of 
enunciator (character/actor), and his utterances, the artificiality of 
performance (representation)" (Pavis 1998,396). There is a script in the 
hand of an actor in Figure 34, but it is not a scene of enunciation; rather, 
the dual nature of the performance, and the representational space, are 
ruptured by the onstage presence of the director. 
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Figure 34. Ariane Mnouchkine rehearsing Richard Hat the Cartoucherie, Vincennes. 
Martine Franck/Magnum, c. 1 982 
Despite the costumes, there is no doubt that this is a rehearsal 
image. The figure on the left hand side of the image, whose clothing 
contrasts with that of the other figures, is Ariane Mnouchkine. Whether 
or not the viewer at once recognises her as the director, this figure has 
clearly entered from outside the frame. Mnouchkine is perhaps 
demonstrating something, or more likely acting something out for the 
actors. As she does so, they watch, and become spectators. Thus the 
image has a crossed network of views: the backdrop is a curtain, and one 
actor, with his back to the curtain, watches from afar. One actor, 
crouching in the centre of the frame, behind the central figure, appears to 
be in character, still acting the scene. The two costumed figures are 
attentive to the director (one in a gesture of concentration, with hand to 
mouth), perhaps loosely holding their roles just as the actor is holding the 
script. Mnouchkine's gesture and gaze seem to he directed towards the 
(probably imagined) audience, at an angle from the perspective of the 
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photographer. The photographer is clearly not the audience, and is either 
standing onstage, or is at the very front of the auditorium. 
But Franck's playing with angles and lines is a key to 
understanding a crucial point about motifs in the work. In the fax 
conversation that I have mentioned, Berger suggests the following phrase, 
first written by Franck, as a possible description of the sensation one has 
when faced with her photographs: 'On the other side it's not the same" 
(Franck and Berger 1998,13, original italics). The phrase might refer to 
the many photographs by Franck that point to something (just) outside 
the frame. In the stage photographs, the audience is, arguably 'present' 
outside the frame and offstage. Indeed, since this other side can also be a 
question of time (as I argue), the audience is perhaps just outside the 
conceptual frame of these theatre photographs. 
As I have stated, Franck often photographs audiences, and also 
people in this role, in Figure 35 a girl is intently looking at something 
through the window of her carriage. 
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Figure 35. Bombay (Mumbai), Martinc Franck/Magnum Photos, 1980. 
The reflections on the glass give a ghostly impression of what the 
girl in the picture might be watching - we see the reflection of a car, in the 
top half of the picture. We assume, perhaps, that these are reflections can 
the window of the girl's carriage. it is soon apparent, however, that the 
reflections do not correspond to that, and that there is another reflective 
surface between the camera and the carriage, onto which the car is 
reflected. The reflections, a steering wheel, and some shapes made by 
reflections, reveal that the picture is taken through a car window, and 
what we see is a play of light on glass. There is a conceptual reflexivity as 
well, in that the camera itself seems to he reflected in the photograph, 
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with the girl in the role of photographer, seated behind glass in her 
carriage. But the image also corresponds to a problem of theatre 
photography. The girl seems to be at the meeting point of photographic 
and spectacular spectatorship. 
Much of Frank's work concerns the 'other side' of theatre: the 
backstage, the wings, but also the preparation and the devising. This 
merging of spatial and temporal categories implies a connectedness of 
temporal and spatial relationships, and the motifs in Franck correspond 
to this concept in that they are figures where time and space intersect. 
I have already shown that Franck's rather photojournalistic 
approach to photographing (at) the Soleil suits that environment, perhaps 
more than it would other theatre companies, since the Soleil emphasises a 
kind of demystification of the stage (which is arguably a mystification of it, 
propagated in part through photographs). Thus, the audience's view is 
not radically different from that of Franck in terms of seeing preparations 
for performance, and the backstage area. The difference concerns time 
and not space, in that Franck, unlike the typical spectator, attends 
rehearsals - she claims to do this roughly every two weeks, "" throughout 
the many months of work - and so is privy to that other side. 
Berger has suggested that there is a recurring sense, in Franck's 
photography, of things about to happen. Thus there is often a sense of 
"anticipation or a leap ahead" (Franck and Berger 1998,10). Without 
specifically writing in terms of time-space, Berger nonetheless links this to 
the notion of the (spatial) other side, and specifically mentions images 
showing figures about to jump (calling this image 'physical') or figures 
143 Private interview with Martine Franck, Paris, 8 May 2007. 
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waiting for something (calling these 'psychic') (Franck Vinci Berger 
1998, 
I0). In the first of the pictures Berger mentions, two girls are junmping 
from a wall (Figure 36). 
Figure 36. Tory Island, County Donegal, Ireland, Martine 
Franck/MaXilunt I'ItutOs, 
1995. 
The second image mentioned by Berger shows a group Of 'petits 
rats' (the name given to the youngest dancers at the 
ballet) in the foyer of 
the Opera Garnier (Figure 37). 
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Figure 37. Petits rats (young dancers) in the foyer of the Opera Garnier, Paris, Martine 
Franck/Magnum Photos, 1979. 
Berger notes that these dancers are "waiting to go on and dance" 
(Franck and Berger 1998,10). Emphasised perhaps by the screen to the 
left of the image, there is a sense that we are seeing something just off 
stage. The space, offstage at the opera, corresponds to the temporality - 
just before the performance. Another figure is shown, also perched on a 
table, just before, or just after a performance, in Figure 38. 
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Figure 38. Carnival. Skinningrove Club. North Yorkshire, England, Martine 
Franck/Magnum Photos, 1978. 
Carnival, as a mode of performance, confounds categories (on- 
and off- stage; performer and character; performer and viewer); but here 
Franck photographs behind the scenes, and finds a strikingly harren scene. 
Another motif in Franck's photography could he called 
'preparation', and is concerned with both 'the other side' and 'the 
moment just before'. The hulk of images by Franck that are used in 
publications about the Soleil, such as the Double Page books I have 
mentioned (Franck and Roy 1982; Franck, Temkine and Moscoso 1984) 
are images of actors preparing, and in particular, shots of actors applying 
make-uh, for example, Figure 39. 
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Figure 39. Georges Bigot (Richard 11) in his dressing room. Martine Franck/Magnum, 
c. 1982 
The photographs that show actors 'backstage' offer a spectacle of 
the 'transition'. Rather than the discontinuous spectacle of rehearsals, 
with unexpected artefacts breaching the frame, these images tend to 
encompass a wide array of disparate elements. There is a photograph, 
probably another image by Franck, on the table in Figure 39, and the actor 
is perhaps using this image as a reference for the make-up he is applying, 
foregrounding the reflexivity of the image, with the photograph in the 
image as mirror. 
In the next image (Figure 40) it is the various objects on Bigot's 
dressing room table that are in focus, and Bigot's reflccticýn seems to be 
outside the camera's depth of field. 
221 
Figure 40. In the dressing rooms. George Bigot. Martine Franck/Magnumn, c. 1984 
The viewer is perhaps attracted to the intimacy of a display such 
as this; the photograph offers a view at the actor's personal effects. One 
might look at the various items: pots of make-uh, bottles, medicine, 
cigarette butts, and attempt to classify them, to determine which belongs 
to the actor, or to the character. Just as she photographs between spatial 
areas, and foregrounds the space in-between, Franck appears to be 
interested in transition and transformation. All of the 'make up images' 144 
focus on this, and seem to wish to concretise something normally unclear 
or liminal. The photographer pursues the between and the during (as 
opposed to the before or the after). 
144 Private interview with Martine Franck, Paris, 8 May 2007. 
222 
This summons another motif in Franck's work. In common with 
a surprising number of photographers, Franck frequently makes 
staircases and steps the subject of her photographs. In Geoff Dyer's The 
Ongoing Moment (Dyer 2005), which is largely an attempt to classify 
photographs, with motifs as the basis for a novel taxonomy of 
photographs, 'photographs of stairs' features as a category. Franck has 
acknowledged that stairs are fascinating to photograph, because they are 
going somewhere unknown. 14' Stairs mark a transition, but also imply a 
vertical shift, and allow a transition from one height or level to another. 
There is thus both a spatial shift, and a categorical one - perhaps akin to 
the shift from offstage to onstage. 
Franck's photography acknowledges the mise en abyme of the 
mirror, and in her images the frame of the mirror and the frame of the 
photograph are put into correspondence. In certain images, the two 
frames are mapped onto one another, as in images of actors preparing, 
where the photograph is composed by shooting over the shoulder of the 
actor. Such images seem to insert a distance into the photographic scene. 
In several of the images above, the mirror is in the shot. There is the 
obvious effect of a reflection internal to the photograph (and even more 
so in Figure 39, where there is a photograph in he photograph). But such 
images also extend the boundaries of the frame, and involve the viewer in 
a circuit of reflection, as in Figure 41. 
145 Private interview with Martine Franck, Paris, 8 May 2007. 
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Figure 41. Richard II - Julien Maurel applies make up. Martine Franck/Magnum, c. 
1982 
The latter image, from the Soled, shows an actor who is putting 
on make-up, or who is perhaps just finishing applying make-up. He 
looks into the mirror, perhaps checking his work. Where all of Franck's 
photographs of people using mirrors seem to show a performance for the 
mirror, here there may also be a supplementary performance taking 
place; the actor might well he rehearsing his role, acting, and doing what is 
vehemently warned against in Stanislavski (Stanislavski 1936,19). The 
performance in this image hrohlematises Stanislavski's (or rather, his 
character, Tortsov's) warning about the dangers of using a mirror in one's 
preparations, since it challenges where the performance begins and ends, 
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where the character begins and ends, and when this happens; sind it 
challenges how one can determine for whom a performance is destined. 
Is the actor performing for himself? For the mirror? For the audience, in 
the near future? For the director? For the photographer? Or the 
camera? The actor's gaze in the image appears to be a point of stillness, 
the pivot point around which the various levels shift. 
I'Ii ilu , 
1')7 
In this image, perhaps one of Franck's most complex, there is 
again a mise en abyme, and the photograph plays can notions of mirroring 
and on the performances of portraiture. In terms of angle, this is one of 
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Franck's most frontal images, and it is all the more so that there is this 
effect of a mirror. This reflexivity in the image is emphasised in the 
reflective glass in the foreground (Hopkinson and Franck 1998), but there 
are other elements to this: the fish tank that disappears out of frame, 
right, and the glass panels in the doors, which do not appear to be 
transparent, to the left. 
Staging, too, is staged in the image: there is an uncanny stagedness 
to the two figures seated - very still, one imagines - in remarkably 
symmetrical positions, in the background; the out-of-focus figures appear 
like a tableau vivant, which brings into relief the woman in the 
foreground. 
Berger suggests that the "old woman" is "joking with [Franck] 
about the picture [she is] about to take " (Franck and Berger 1998,10). 
Berger recognises, once again, the motif of the moment just before. But 
the picture also stages reflexivity in the moment of photographing. In 
particular, this image recalls Ulrich Baer's reading of one photograph 
from the archives of Charcot's Salpetriere, taken by Albert Londe. The 
image is captioned 'Blepharospasme Hysterique', and shows a female 
patient, 'Hortense J. ' (according to Charcot's notes), looking straight at 
the camera and winking her left eye. Although the image was thought by 
Charcot to confirm his diagnosis, Baer, argues that the photograph 
equally shows the subject miming the act of photographing: "Hortense's 
symptoms imitate the photographic apparatus: with her light sensitivity, 
squinted eye, and catalepsy, her face mimicked the camera and the 
cameraman. " (Baer 2002,56) Franck's sitter does this too, and the image 
seems robustly staged in the present. But it is a theatrical present: the two 
226 
empty chairs in the image reinforce this, and mark the absence/presence 
of the spectator in this photographic scene. The intent gaze of the old 
woman implicates the viewer as the scene of taking, of staging, is 
conflated with the scene of viewing. 
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CHAPTER 5 
Theatrical photography, photographic theatre 
and the still: the photography of Sophie 
Moscoso at the Theatre du Soleil 
The archivization produces as much as it records the 
event (Derrida 1996,17). 
The space mobilised by the decor, music, light, and the 
voices, gestures and movements of the actors, all set up 
a historical writing, above all what Mnouchkine calls an 
ecriture corporelle; a writing with the body, a gestic 
vocabulary of signs that reappear throughout the plays, 
not just delineating a style or illustrating the text but 
haunting the ongoing action so that there can never be 
the sense of a pure present (Bryant-Bertail 1999,181). 
The still is back; it never went away. In her recent book, Laura 
Mulvey (2006) suggests that new ways of viewing film have prompted a 
shift of the individual frame, once hidden in the sequential flow, into 
prominence. Mulvey examines the tension between the still and the 
moving in cinema, and traces cinema's inherent stillness. Although 
theatre is not materially composed of twenty-four stills per second, like 
cinema, in this chapter I consider the possibility that it is constituted of 
stills as much as of movement. By such a logic, photography might not so 
much'freeze', 'capture', or 'still' performance, as bring the still (back) into 
circulation. Rather than expressing photography of performance in 
familiar terms of relics, traces or indeed 'documentation, ' I will consider 
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the possibility that it impacts upon how performance is seen and done, 
just as performance impacts upon photography. 
As Rebecca Schneider has written, we think of performance as 
"that which eludes capture because it is (re)composed in living time, " and 
the performance document as "a record of the live, but not itself the 
performance, nor itself live" (Schneider 2005,61). Schneider challenges 
this position, proposing that we might consider the moving and the still's 
interaction, and refigure the relationship between performance and 
photography. An understanding of photography as 'documentation' 
ignores how a performance to camera calls on the photograph's capacity 
to perform (and calls on the photograph to perform). What is more, in 
focusing on the relationship between the object photographed and the 
photograph, we turn away from the relationship between photograph 
and viewer. The pose, the gesture, held for the camera, is held for the 
viewer of the photograph to behold. 
Philip Auslander has suggested that performance documentation 
tends towards the mode of the reproduction of works (like the 
photographic copying of a painting) rather than the capturing of events 
(Auslander 2006,6; see 125-26). The difference between these, as 
Auslander recognises, is a question of reception, rather than of the 
ontology of the documentation itself. Much theatre photography is shot 
in rehearsal, but most tends to be framed, and received, as reproducing 
something akin to what a spectator might see if watching a show. 
Photographs are taken in rehearsal - it is argued - because it is not usually 
possible or desirable to photograph a live show, in particular because of 
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practical considerations: photographs are often required before a show is 
running, for promotional purposes; also, for the purposes of most kinds 
of performance, the noise of a camera's shutter is unwelcome, and a 
photographer would be unlikely to be able to move around during a 
performance without distracting the audience or performers. If 
performance documentation has been characterised by a concern with the 
artwork, and - with a few exceptions -a disregard for the audience of 
performance, rehearsal, in such situations, effectively functions as an 
opportunity to photograph performance without the audience, from the 
position of the audience. Thus it resembles the staging of viewing that 
must accompany the reproduction of a painting, whereby the camera is 
placed in the position of a viewer. Performance, and certainly rehearsal, 
must however differ from this, and the notion of reproduction is surely 
nuanced. 
Although there are photographs that seek to capture rehearsal as 
an event in itself, the images I wish to focus upon are 
distinct from this. 
The photography of Sophie Moscoso at the Theatre 
du Soleil is atypical 
theatre photography, and is very different from other photography taken 
in rehearsal, both visually and in terms of how it is used and 
diffused. I 
will explain the particularity of the spectacle it constitutes, examine 
distribution of the photograph, and examine it qua internal, or 'integral', 
photography, and seek comparisons with other such uses of photography 
in theatre and performance work. I will then examine the images 
alongside accounts of the working methods of the company in order to 
gain insights into how this theatre and performance photography 
interrelates with what it record, even challenging the very notion of 
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recording. The term 'documentation', which posits the existence of a lost 
live occurrence, will emerge as problematic, and an earlier notion of the 
document, related to instruction and to teaching14' will perhaps return. 
The Theätre du Soleil is probably the contemporary theatre 
company most associated with photography: as signalled in the previous 
chapter of this thesis, the company was co-founded by Martine Franck, 
and many people's relationship with the company is sustained through 
photographs, reproduced in theatre books, programmes, and online 
sources. The Soleil, which undoubtedly owes much of its fame and 
mythic status to the circulation and displacement of visual images, is often 
associated with distance, the exotic, and 'the 'orient'147, and the theatre 
marks its remoteness in being located outside Paris, with spectators 
required take a special shuttle bus from the Metro station at the end of a 
line, or to drive into the Bois de Vincennes, to get there (Bradby 2002, 
113), adding to the sense of the remote. Colourful photographs diffuse 
the company's work, while also adding to its exotic appeal. 14' The 
function of such images recalls a dynamic whereby travel and 
photography are linked, a dynamic of proximity and displacement. The 
aptly named Soleil (the name was originally a reference to cinema) has a 
particular relationship with photography. 
In spite of this, or perhaps as a consequence of it, the company 
routinely only employs two photographers, and does not traditionally 
hold press calls. The photographs I wish to focus upon, however, are not 
I" The definition of a 'document', given the date of 1739, is "Teaching, instruction, 
warning" (The Shorter Oxford English Dictionary, Second Edition, s. v. 'document'). 
'a' For an exploration of this, see Ariane Mnouchkine's (1996) article. 
18 Although Martine Franck primarily photographs in black and white, her work for 
the Solell tends to be colour photographs (this since 1969) and, since 2006, some 
digital photographs. This is in contrast to the rest of her output, shot in black and 
white on Leica rangefinder cameras. 
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the output of either of the house photographers, nor are they normally in 
circulation beyond the theatre. 149 
From 1970 (Thomasseau 2001,102), up until her leaving the 
company around the time of the production Et Soudain des nuits d'dveil 
in 1997 (Dusigne 2001,137) Sophie Moscoso, as director Ariane 
Mnouchkine's assistant, would have the task of documenting rehearsals, 
making detailed written notes as a record of eventsiso Moscoso would 
also - initially at her own behest - take black and white photographs on a 
Rolleiflex camera (Meyer-Plantureux 1992,158). Photographing the 
occurrences in the rehearsal room soon became a significant part of her 
job'51 and part of the system of rehearsal at the Soleil: she would both 
make notes and photograph in the rehearsal room, creating material for 
the development of work. As Jean-Francois Dusigne has suggested, 
Moscoso's was a role characterised by a need for meticulousness: "the 
assistant director would take photographs and note down in minute 
detail the progress of each improvisation" (Dusigne 2001,137); but it 
appears that the choice of what to photograph would be made by 
Moscoso, who was well aware that she couldn't photograph 
149 By this I mean that, unlike images by Franck or Laurent, they are not typically seen 
on the company website, in books and editions of the play texts. Of course, this study 
evidences that they are in some, limited, circulation, and indeed, some of the images 
by Moscoso have been reproduced in specialised critical works including on by Feral 
(2001), which looks at working methods at the Soleil and Meyer-Plantureux's 
monograph (1992), which examines Moscoso's photographic work, and to which the 
present study owes a great deal. 
50 The written notes have themselves given rise to research, although without focus on 
the photographs: an extract from Moscoso's notes makes up a chapter in David 
Williams's (Moscoso in Williams 1999) sourcebook on the Soleil; Jean-Marie 
Thomasseau (2001) has written about these notes. Some notes are included in the 
second Double Page edition dedicated to the Soleil (Franck, Temkine and Moscoso 
1984). Jean-Francois Dusigne (2002) mentions both the written notes and the 
photographs, and Chantal Meyer-Plantureux (1992) interviews Moscoso, and 
reproduces several of her images. 
15 Sophie Moscoso, at a private seminar with Jean-Marie Thomasseau (Universite 
Paris VIII, 2 April 2002) described how photographing gradually became as important 
as note taking. 
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The Spectacle of Moscoso's Photographs 
Placed beside most theatre photographs, Moýscoso's photographs 
seem a strange spectacle. As images of events in the rehearsal room, a 
great many of them contain elements that might normally be not he 
present in theatre and performance photographs, especially in the case of 
shots intended to in some way represent a show; Moscoso's images differ 
from these due to elements that seem out of place. In some photographs 
we see actors holding scripts (Figure 43) or actors who are clearly only 
partially in costume. 
f iý iiii t 1. llrnri It rý I1& lF'dI'. lIIlicii ; 11, iiirý I, tiwpliw (private collection), 
1 984. 
Scripts are particularly prevalent in this collection of images, 
evidencing Mnouchkine's system of rehearsal: the director encourages 
actors to read from the script until the final rehearsals, and actors may 
often change roles, or text he modified close to the first show (for these 
same reasons, or according to this same methodology, actors do not 
necessarily 'learn lines' in a traditional sense, but rather work with the 
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script in hand, eventually knowing the lines). In Moscoso's photographs, 
the scripts are initially disconcerting to the viewer (at least the viewer 
expecting a theatre photograph): they are intrusive, and reminiscent of 
the boom microphones that occasionally accidentally find their way into 
the frame in a film. When the photographs include such 'foreign bodies', 
we are faced with an unusual sight, recalling Walter Benjamin's ([19361 
2002) description of the unique spectacle of a film set, seen from a 
perspective other than that of the camera: 
It presents a process in which it is impossible to 
assign to the spectator a single viewpoint which 
would exclude from his or her field of vision the 
equipment not directly involved in the action being 
filmed - the camera, the lighting units, the technical 
crew, and so forth (unless the alignment of the 
spectator's pupil coincided with that of the camera). 
This circumstance, more than any other, makes any 
resemblance between a scene in a film studio and 
one onstage superficial and irrelevant. In principle, 
the theater includes a position from which the action 
on the stage cannot easily be detected as an illusion 
(115). 
Benjamin's comments about a film set might serve to suggest how theatre 
photography often functions within theatre's staging conceit, avoiding 
framing that might reveal the material of the stage. In Moscoso's images, 
the framing does not exclude such elements. 
The Uses of Moscoso's Photographs 
The fact that the images are odd aesthetically, distinct from most 
theatre and performance images, should not be surprising given that they 
were never a priori supposed to be either aesthetic photographs or indeed 
235 
'theatre photographs' in any conventional sense; that kind of photography 
already taken care of by the Soleil's photographers. Unlike promotional 
or press photographs (which prophecy a production) or conventional 
archival or documentary images (which remember it), Moscoso's 
photographs have a purpose in and during the working process. These 
are utilitarian photographs, which produce and convey information that is 
required in rehearsal. Such documents are ripe for study, as evidence, but 
cannot be treated in the same manner as more conventional images. 
Jean-Marie Thomasseau (2001) has written about Moscoso's notepads, 
as an example of what he terms 'manuscrits de la mise en scene'. One 
might, in turn, call Moscoso's images 'photographies de la mise en scene', 
which would suggest a particular kind of performance documentation, or, 
as Mnouchkine calls them "photographies de travail" (in Meyer- 
Plantureux 1992,155). It is necessary to develop a distinction. 
Baz Kershaw (in PARIP n. d. ) has delineated two kinds of 
performance documentation: 'integral' and 'external'. For Kershaw, 
integral documentation is made up of "the mass of heterogeneous trace 
materials that the practice process creates" usually meaning notes and 
other written material, or sketches and plans. External documentation, 
on the other hand, is about the recording of performance. 153 Although 
theatre and performance photographs are normally to be found on the 
side of external documentation, being associated with mediatization and 
what Kershaw calls camera technologies, Moscoso's photographs seem to 
be a form of integral documentation; a rare example of photography as 
remains of the "practice process" (Kershaw in PARIP 2001). 
1s3 And it is this documentation, for Kershaw (in PARIP n. d. ), that runs the risk of 
"standing in" for live performance. 
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Moscoso's photographs serve a purpose as reference points for 
the aesthetic and technical choices of the production. This is most clear as 
regards costume. Although the photographs are taken in the rehearsal 
room, rather than onstage, the actors are almost always at least partially 
in costume, even in images from the early stages of the creative process. 
This reveals the experimental approach to costume at the Soleil, where 
actors dress their own characters, and where costume, rather than being 
introduced late in the rehearsal process, is incorporated almost from the 
beginning. The Soleil possesses a great deal of costumes, and actors try 
out numerous combinations before settling on a way of dressing a 
character. This is also the case with make up and with the masks for 
which the Soleil is well known. Moscoso has said that this way of 
working would be impossible, were it not for the "help of 
photography"154 (in Meyer-Plantureux 1992,157). With Moscoso's 
images marking reference points, costumes, make up and masks can be 
tried out, and a particular configuration can be recreated even after time 
has passed, or even very quickly after the photograph is taken. Here 
photography's capacity to capture is exploited, creating possibilities for 
rehearsal that would not be possible without it. 
In a very straightforward way, these photographs are used as a 
kind of 'mirror with a memory' (see 21). But the capacity to mirror, and 
the notion of a photographic memory, are exploited further at the Soleil; 
the photographs constitute a technique of remembering. This is not, 
however, about preservation, as would be the case with archival 
photography, but rather these photographs constitute a kind of short- 
154 Vaide de la photographie" 
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term memory, with the possibility of latent images being retroactivated. 
Like 'continuity' photographs, these images hold onto particular 
information, retaining it for a particular purpose. In the commercial 
cinema, a script supervisor, is "in charge of all details of continuity from 
shot to shot" (Bordwell and Thompson 1997,15), and photography is 
usually one of the tools employed. Continuity photographs are taken 
during the shooting of a film, and exist to establish and maintain 
coherence, and to prevent problems of costume, make up, styling or 
indeed of scenery and lighting. Films are normally shot non-sequentially; 
scenes are set up and shot in an order that corresponds to practical and 
logistical requirements, rather than to narrative sequence of the film, and 
it is only at the editing stage that scenes are placed in order. Thus, there is 
great potential for elements of scenes to clash where two scenes are 
placed one after the other when the film is edited. 
155 Such narrative 
discontinuity is, according to Walter Benjamin, what differentiates cinema 
acting from theatre acting: the film actor, unlike the theatre actor, is 
engaged in a discontinuous performance (Benjamin [1936] 2002,112- 
113). Moscoso has stated that the images she takes are not used to assist 
in the creation of sets or lighting, or for blocking, but rather have "a very 
modest role" (in Meyer-Plantureux 1992,157), 156 focusing on the actors. 
Moscoso's photographs are a reminder that the actor's performance in 
rehearsal is, like that of the film actor, discontinuous: despite the linearity 
of theatre performance, in rehearsal, scenes are typically performed in a 
jumbled order, one that does not necessarily correspond to the play's 
155 For example, two scenes may well be shot some time apart, and in different places, 
for example an interior scene may be shot at a studio, but be cut with a scene shot on 
location several months earlier. 
156 "Les photographies ont en fait un role tres modeste" 
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narrative progression. At the Soleil, where rehearsals tend to last six 
months (Feral 1989b, 98), and where the actors "research, discover, 
learn, apprentice, and blossom", rather than learning a script and a 
staging, the discontinuity might be all the more intense, and the 
photograph's retentive capacities all the more useful. 
This idea of photographs being used for verification and 
comparison is reminiscent of the role of photographs for Bertolt Brecht 
(see 48-49) in whose Epic theatre Walter Benjamin observed a filmic 
procedure of "fits and starts" (Benjamin [1939] 1998,21). Ruth Berlau 
(who, like Moscoso, was not primarily a photographer) is associated with 
the photographing of Brecht's stage work. Brecht required images 
quickly, and may even have had a darkroom on site at his theatre, so that 
photographs could be developed and printed continually. The function of 
these photographs resembles that of Moscoso's, at least in this regard. 
In his diaries, Brecht (1976,474) comments that one of Berlau's 
photographs reveal a staging detail that had been missed in rehearsal (see 
49,99). 157 Berlau confirms this idea, stating that "[w]hat really happens 
on stage can be checked only with the help of photographs" (Berlau 
quoted in Carmody 1990,33), echoing Moscoso's very similar claim 
about the "help" provided by photography (Moscoso in Meyer- Plantureux 
1992,157): this evaluative and corrective role of photography appears to 
be employed at the Soleil as well. The director states: "from the 
photographs, we study the errors in the expressions, clothing, useless 
157 Meyer-Plantureux (1992,28), recounts a similar moment, where Brecht is made 
aware of aspects of the production due to Berlau's photographs, taken from Brecht's 
notes for Katzgraben. 
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bodily tension"158 (Mnouchkine in Meyer-Plantureux 1992,155), 
suggesting that the photographs help to rectify things; and, as noted by 
Moscoso (quoted in Thomasseau 2001,110) in her notebooks, she calls 
on her actors to "[w]ork by way of erased errors. "159 Thus the 
photographs do not simply retain things that would be forgotten, in the 
manner of continuity shots, but also highlight errors, provoking a 
corrective response, and so constitute a method of forgetting. 
The photographs from Brecht's theatre were a constituent of the 
celebrated 'Modellbücher' or modelbooks (see 60) made for each 
production, showing the elements of the show in great detail. These 
modelbooks are distinct from the work of Moscoso, in that they attempt 
to 'cover' all aspect of the production, and aim for a completeness that is 
very different from Moscoso's rather aleatory method of photography 
and constitution of albums. For Brecht, photographs would do two 
things: they would play a role in the creative work of the company, 
allowing unnoticed details to be spotted or checked, and also - in 
modelbooks - could be sent to producers and theatre programmers (the 
modelbooks would be so detailed and exhaustive as to allow for a show 
to be recreated anew). 
Carmody (1990) makes a link between the photographic culture 
at Brecht's Berliner Ensemble and the use of tableau and image (and 
gestus) in Brechtian theatre, suggesting that Brecht's theatre might be 
particularly suited to being photographed, and Brecht particularly attuned 
to the potential of photography as an aid in the creation of stage images. 
158 .A partir de photos, on etudie les erreurs dans les expressions, la tenue des corps, 
les tensions inutiles" 
159 HTravailler par erreurs supprimees" 
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Carmody also suggests that photographs of Brecht's work have informed 
the work of those seeking to do Brechtian theatre. 
In discussing the relationship of the photograph to context, 
Carmody (1990,3 5) draws on John Berger's distinction between 'private' 
and 'public' photographs, with reference to photographs from Brecht's 
theatre. These terms are useful in looking at Moscoso's work, in terms of 
their internal status. The private photograph is "appreciated and read in a 
context which is continuous with that from which the camera removed it" 
(Berger 1980,55), whereas a public photograph "is torn from its context, 
and becomes a dead object which, exactly because it is dead, lends itself to 
any arbitrary use" (Berger quoted in Carmody 1990,35). The notion of 
use in a "context that is continuous" seems appropriate to the images of 
both Berlau and Moscoso, which are taken in the rehearsal room or at 
least the theatre where the photographs end up being used. As Carmody 
suggests, Berlau's photographs would be in limited circulation, within the 
company, but would also circulate more widely, provoking a shift. 160 The 
difference between the use of Berlau's photographs and that of Moscoso's 
is that, while both sets of images correspond to Berger's notion of the 
private photograph'; Berlau's - when made a constituent of the 
modelbook -become public. 16' 
160 In examining this shift, it is worth here invoking Benjamin's distinction between 
"cult value" and "exhibition value" of a work (Benjamin [1936] 2002,106-7). 
16' Berger links private photography to photographs of family members (55-56), which 
might also be appropriate in looking at the operation of photographs at the Soleil, 
which - at least anecdotally, has been described as functioning like a family (anon. 
n. d. ), since the company works intensely together, sharing meals, etc. Sontag (1977, 
8) claims that "[c]ameras go with family life"; Krauss suggests that "the camera is an 
agent in the collective fantasy of family cohesion, and in that sense the camera is a 
projective tool, part of the theatre that the family constructs to convince itself that it is 
together and whole" (quoted in Marsh 2003,86). 
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Moscoso's prints are a small selection from a larger body of shots 
taken. Although there is no equivalent to the modelbook at the Soleil, the 
selection of images to print, and the mounting of the prints in books is 
worth examining. On the pages of Moscoso's notebooks, the prints are 
arranged in various configurations, constituting a montage. 
The images are revelatory of rehearsal and devising practice at the 
Soleil, and this is equally true of the juxtapositions in Moscoso's groupings 
of images. For example, there are arrangements where two different 
actors are shown playing the same role, identifiable by their costume or 
masks, which evidences the customary changes of actor at the Soleil: 
during the long rehearsal periods, numerous actors will try out a role, and 
eventually Mnouchkine will decide who will play it in the show 
162. In 
some cases, there are four photographs pasted onto one sheet, effectively 
showing a rotation of roles, where two actors are shown each playing two 
roles. 
As with the images used to record the experiments in costume 
etc., it is easy to see the utility of the arrangement of images as reference 
points. The photographic image is used to make comparisons; the image 
can be held up and compared with what is happening in the rehearsal 
room at a particular moment, but can also be placed alongside another 
image. There is a haptic quality to this: the handling of the print, and then 
the photographic album, is part of how photography functions at the 
Soleil, photography's capacity to isolate, magnify, or objectify is as much a 
question of montage as one of the operation of the camera itself. 
162 This practice is described in Feral (2001). 
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Sequence and Intermediality 
The arrangement of images on a page, the montage, introduces 
image temporality; some images are mounted chronologically, creating 
progressive sequences (Figure 44). The sequential arrangement of 
photographs in Moscoso's notebooks is reminiscent of various scientific 
modes of photography, and in particular of the chronophotography of the 
late nineteenth century, "' as practiced by Etienne Jules Marcy or 
Eadweard Muyhridge (see 1 14; chapter 2: 'Scientific Studies and Mime 
Photography'). This iconographic reference suggests links both with 
cinema and with notions of epistemology and the body, both of which are 
consistent with the work of the Soleil. 
Much theatre and performance photography references stop 
motion photography, by way of the arrangement of stills in sequence. 
Nevertheless, in arrangements of this kind of sequence in early actors' 
portraits (which date from broadly the same period as the earliest 
chronophotographic experimentation) as well as Moscoso's 
arrangements, the technology and the conditions in which the image is 
produced vary a great deal from chronophotographic method. In 
chronophotography, by way of a fast shutter, or a flash, movement 
"' Moscoso acknowledges this link, and described the montages as a step toward 
cinema, Sophie Moscoso, at a private seminar with Jean-Marie Thomasseau, Universite 
Paris VIII, 2 April 2002. 
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becomes a series of stills. This is quite distinct from what theatre 
photographers, including Moscoso, are doing, and - in such images - 
montages are an emulation and appropriation of the chronophotography. 
Moscoso's photographs, unlike chronophotographs, are not produced 
with any precise regularity or rhythm: Moscoso states that she would take 
photographs intermittently (quoted in Meyer-Plantureux 1992,157), and 
in some cases, the sequences in Moscoso's books clearly span several 
minutes. The chronological sequences are stagings made up of stills. 
However, it is in fact difficult to distinguish chronophotography as 
science from chronophotography as an aesthetic discourse; it has 
emerged, through recent scholarship, that even much 'scientific' 
chronophotography is approximative, and perhaps more concerned with 
appropriating a particular discourse on the body and epistemology than 
with the scientific fractioning of time. Marta Braun has demonstrated that 
Muybridge's works, which (unlike the work of other 
chronophotographers such as Marey) offer very clear and coherent 
figures) merely "look scientific" (Braun 2002,152); the images by 
Muybridge, which were once considered the result of scientific enquiry 
into the body in motion are now considered to be "ultimately artistic" 
(Pultz 1995,31). Much of Muybridge's work is nonetheless considered to 
have been scientific, but his well-known project with human figures 
Animal Locomotion, is accused of being staged, and of staging its scientific 
nature by way, for example, of grids before which the subjects are 
photographed. 164 If chronophotography was concerned with revealing 
164 See Hard Core (Williams 1989,38-41) for an account which, although written 
before the challenges to Muybridge's scientific veracity that I have mentioned, 
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that which would have been hidden in the flow of movement by way of 
the camera, the existence of these constructed chronophotographs reveals 
that this is as much about staging stillness as about halting movement, and 
thus shares ground with theatrical poses, gestures and stillness. 
Francois Albera (2002), writing about chronophotography (see 
114), defines two categories of stillness: the 'instant' (the mechanical, 
captured still), and the 'moment' (the voluntary, representational still). 
Photography deals in both of these: on the one hand the instant, seized 
from the flow of movement (such as the high speed shutter) and on the 
other, the moment (or the pose). The moment, the representational, as 
opposed to the chronological, still, is what we might associate with 
performance and staging. Moscoso's photographs at the Soleil might offer 
a possibility of exploring how these stills coexist; how the representational 
still enters the mechanical, and how the captured still enters the body. 
The notion of 'intermediality' (Müller 1996; Pavis 2003,48-49) is 
useful in identifying and characterizing a complex interplay of image and 
body. We can posit a relationship of intermediality between the 
photographs and the theatrical practice that uses and produces them. The 
term intermediality here refers to "the integration of aesthetic concepts 
from different media into a new context" (Müller quoted in Pavis 2003, 
49) (which should be distinct from certain notions of intermediality in 
theatre that emphasise phenomena such as multimedia performance), 
and the integration relevant here is the passage of the photographic into 
the actors' bodies: a literal incorporation; a question of bodies' gestures, 
and acting, which are described by Mnouchkine as the "first, constant, 
recognises the staging in Animal Locomotion, with particular emphasis on the 
differences between Muybridge's studies of male and female subjects. 
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permanent, concern"165 of the company (quoted in Feral 2001,11). The 
intermedial influence at the Theätre du Soleil concerns the actors and the 
physical and gestural work and seems to be the positing of a photographic 
technology of the body. 
In order to examine this, just as certain images are selected from 
contact sheets, printed and stuck into Moscoso's albums, it is appropriate 
to pick out some quotations, mainly from interviews with Ariane 
Mnouchkine, to locate how the photographic maps onto performance 
practice. In the quotations that follow, Mnouchkine is never talking about 
photography, but uses numerous photographic analogies in describing the 
work of the troupe. These seem to evidence a relationship between 
photography and theatre which is not merely a question of simple 
influence, but of an dynamic whereby the two fuse; such confusion, it 
would seem, is not merely specific to the work of the Soleil, but rather 
might have implications for photography, theatre and performance. 
The notion of the image at the Soleil is a photographic one. 
Mnouchkine often talks about the image. As I have suggested, the Soleil is 
a particularly visual theatre, in terms of its use of colour, and the care that 
is taken in creating complex and intricate stage pictures, but image here is 
not only something crafted as part of a production; at various points, 
Mnouchkine describes it as the raw material of creation, saying that 
images must be "collected" (Mnouchkine quoted in Feral 2001,17). As 
well as the notion of the image as a discrete unit, this also perhaps draws 
on the haptic quality of photographs, suggesting that the image has a close 
affinity with the photographic print which is both a surface and an object, 
165 m1e souci premier, constant, permanent" 
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and as such can be arranged and manipulated, placed in a chain, attached, 
detached, moved. Here, image can be mapped onto photography, and 
seems to be about gesture. 
The photographic image is copiable. The photographic image is 
perhaps defined by its capacity to be copied: Benjamin ([1936] 2002) 
famously writes about the implications of photography as being capable of 
producing multiple (and potentially infinite) copies. These copies have the 
potential to disrupt notions of presence, and what is most significant in 
this is not reproductions themselves, but rather reproducibility. 
Mnouchkine warns actors against being "original" (Feral 1989a, 
84). As is perhaps shown in the rotation of roles, as I have described, a 
gesture can shift position, and be adopted by a different actor. Indeed, the 
idea of authorship or ownership of the gesture becomes problematic as 
the actor serves the gesture (it is perhaps this photographic notion of 
gesture that enables roles to be distributed like stage costumes). The 
haptic relationship here is clear again: the director is able to pick and 
choose, and to discard at will. This has been an observation (and indeed a 
criticism) of Mnouchkine's style as a director: she is said to switch actors 
quite suddenly, and make rapid and radical casting choices. 
The photographic image is copiable and is thus pedagogical. 
Inherent in Mnouchkine's notion of copying is the idea that copying is a 
means of apprenticeship. Observation is important here, reinforcing what 
we have learned about the use of Moscoso's photographs. If the 
photographs function as a mirror (with a memory) on the work taking 
place in rehearsals, it is worth noting that Mnouchkine is very careful 
about the circulation of images, and that here, as elsewhere, mirrors seem 
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to be a concern for theatre. 166 Actors are rarely allowed to see rehearsal 
images of themselves (for fear that it might alter their performance), and 
generally only when they are having difficulty in recovering a gesture or 
attitude in a particular role (Moscoso in Meyer-Plantureux 1992,157), at 
which point it is a provocation, to prompt the recovery of a character. 
Mnouchkine states that she believes in the pedagogy of copying, 
and that "to copy is to copy from the inside"167 (in Feral 2001,72). But, 
far from being about reflecting something "inside", in binding together 
observation and learning, Mnouchkine suggests a method of imitation in 
the strict sense of the word. The director defends "the necessity of 
apprenticeship by observation"; it is a "vision that teaches, listens and 
recalls" (Feral 1989a, 87). This idea implies both learning and shaping 
('formation' in French), and seems to correspond to Brecht's notion of 
copying, which he introduces in discussing modelbooks: "[w]e must 
realise that copying is not so despicable as people think. It isn't 'the easy 
way out'. It is no disgrace, but an art" (Brecht [19491 1964a, 224). For 
Brecht, copying, equates to borrowing, and is concerned with the use of 
the image. 
Central to these pedagogical ideas about the image and the body 
is the notion of immobility, part of the photographic conception of theatre 
at the Soleil: images inform practice by being embodied as stillness. At 
the Soleil, the fixed 'attitude' is the raw ingredient of theatrical work with 
the actors. To avoid "diluting the action", "[k]ey gestures" are used as 
166 This is reminiscent of the practice of mask teachers, such as Jacques Lecoq, who 
typically forbid students to use a mirror while performing with the full mask and allow 
the use of fleeting gazes at the mirror in half-mask work; it also of course recalls a 
passage in Stanislavski about the dangers of performing in front of the mirror (see 
224-25). 
167 "copier, c'est copier de l'interieur" 
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"turning points" and "reference points" (Dusigne 2001,138). 
Mnouchkine claims that the actor must "accept immobility' 168 (in Feral 
2001,16). This emphasis on stillness is often seen as illustrating the 
influence of 'oriental' or'non-western' theatre on the Solei1169, but, in the 
light of what we have seen of the company's relationship with 
photography, photographers and photographs, surely also indicates the 
adoption of a photographic technology of the body; photography teaches 
a way of seeing and of doing. 
This is a feature of the pedagogy of Mnouchkine's former teacher, 
Jacques Lecoq, who, like Mnouchkine, was a collector of images, and 
especially photographs. 170 Lecoq's teaching presupposes an 
interdependency of stillness and movement; stillness creates movement, 
movement creates stillness. But stillness is also part of movement, 
supporting it, and animating it (and vice versa): as Mnouchkine puts it, 
"the stops give movement" (Mnouchkine quoted in Feral 1989a, 85). As 
such, movement can be stilled, and that stillness can become the basis of 
learning movement, which also corresponds to Lecoq's pedagogy, where 
movement is taught by way of still 'attitudes' and everyday and stage 
actions are analysed by way of their decomposition into such attitudes. 
The link here with nineteenth-century ideas about corporeal training are 
168 . accepter 1'immobilite" 
169 See Mnouchkine (1996), for this perspective. Didier Alexandre (1994) explores 
the question of stillness in European 'oriental' theatre practice, an account which takes 
into account dangers of ethnocentrism. 
170 His book, Le Theatre du Geste (Lecoq 1987) demonstrates this by virtue of the 
number and variety of photographs used, many from his private collection. 
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clear; Lecoq seems to appropriate a discourse whereby the analysis of 
movement informs training, and shapes the body. 171 
Carmody (1990) writes about links between photography and 
'ecriture corporelle' ('scenic writing') in Brecht's theatre. What is most 
important in the dynamic of photography of theatre at the Soleil is quite 
Brechtian. Firstly - stillness and movement find some resolution in 
gesture, in the Soleil's scenic writing. To draw on Benjamin's famous 
description of Epic theatre: gestures can be cited: the gestural exists in 
both stillness and displacement. Gestures, like the photographs in 
Moscoso's books, can be moved around, passed around, while remaining 
a still. The still can be moved, discarded or replaced, and can also be 
copied. 
This idea of displacement and circulation again summons travel, a 
motif of the company. It is perhaps displacement that characterises the 
interplay of image and performance at the Soleil, rather than recording or 
influence; the gesture is neither captured by the camera nor copied from 
the photograph, but rather, in a circulatory system, the two are constantly 
shifting and mapping onto one another, by way of repetition, which is the 
modality of rehearsal. 
Dusigne (2002) describes a shift in the working practices of the 
Soleil, which coincides with the departure of Moscoso from the troupe: 
171 Lecoq was a sports physiotherapist before working in the theatre and, appropriately 
enough, the Ecole Internationale Jacques Lecoq is located in a former gymnasium, 
used by Colonel Amoros to train civilians for war, during the late nineteenth century 
gymnastics fad. The work of mime and physical theatre practitioners like Lecoq is 
linked in myriad ways to nineteenth-century notions the body as site of control and of 
epistemological concern, which Foucault has analysed; this is a history in which 
photography is particularly implicated. Thomas Leabhart (1989, esp. 7-11; 2003) has 
linked stage practice with gymnastics, and traced the relationships between notions of 
the body in these fields 
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rehearsals began to be recorded on video. Video, as described by Dusigne, 
has a role very similar to that of Moscoso's photographs; like the 
photographs I have described, the video recordings are used as a record of 
the process of rehearsal, and are reviewed as the show takes shape; 
Dusigne claims that "video has become systematically built into the 
company's work" (137). On the one hand, one might note how video 
differs from photography, and imagine a shift in the Soleil's work as a 
result of this change. Such a position might, however, be at odds with the 
way in which video operates, at least since the emergence of digital video; 
video is now potentially viewed in ways that bring viewing closer to 
editing, and reintroduces the still into circulation. The tension between 
still and moving that video represents appears to have always been 
integral to the work of the company, as can be discerned through 
examining the role of photography in the company, and the use of video 
can be seen as a restaging of the link and shift between stillness and 
movement, between photography and cinema. If, as has been claimed 
(Leclercq 1996), video has supplanted the Modellbuch in the work of 
companies, it is because video is capable of revealing its stills. It is perhaps 
significant, then, that video is being employed at the Soleil just as dynamic 
ways of viewing video have changed the viewer's relationship to the still. 
The still emerges from the moving, once again. 
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CHAPTER 6 
Documentation and Evidence: The Performance 
Photography of Dona Ann McAdams 
There must be some examples of Performance Art 
which were not recorded photographically, but not to 
do so has become as unthinkable as not having a 
photographer at one's wedding (Briers [1986] n. d. ). 
The stage presents things that are make-believe; 
presumably life presents things that are real and 
sometimes not well rehearsed. More important, 
perhaps, on the stage one player presents himself in the 
guise of a character to characters projected by other 
players; the audience constitutes a third party to the 
interaction - one that is essential and yet, if the stage 
performance were real, one that would not be there 
(Goffman 1959, Preface). 
As I suggested in chapter 1 of this thesis (see 27), documentation, 
and concerns about how performance is documented, have particular 
resonance in performance studies, and debates are particularly 
pronounced with regard to performance art. While this may be partly 
due to the specificity of performance art, which is not habitually scripted, 
and whose documents thereby obtain an importance owing to the scarcity 
of other traces, it is also, as I have argued, in part to do with the proximity 
of performance to forms such as video and especially photography, which 
constitute it and shape its status as live. Rebecca Schneider"' has said 
that performance art has, from its earliest history, always been linked to 
172 Presentation: 'Still Living: Photography, Theatricality and Performance', 22 March 
2006, Queen Mary, University of London. 
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photography. This link has embraced both of the definitions of 
performance documentation outlined by Auslander (2006): photography 
has played a major role in both 'theatrical' (documentation as 
performance) and 'documentary' (documentation of performance) 
modes. The distinction between the two, as Auslander has shown, is 
ideological rather than ontological, and occurs on the side of the viewer. 
In this chapter, I will examine the work of Dona Ann McAdams, 173 a 
collection of photographs that invites understandings that would place it 
firmly within discourses on documentation. McAdams' performance 
photographs document work by a wide range of performers over more 
than two decades. The photographs are in many cases the only images of 
performances, both well known and unknown. As such, the images have 
attained the status of traces of performances that have disappeared, but 
also of evidence, in a legal sense. They constitute an archive, and attest to 
the existence of performance pieces, and to the fact that the performance 
pieces took place. As a repository, and a record, the archive is implicated 
in ideologically informed modes of reception. As such, although the 
images reveal the stakes of documentation, they also reveal how 
photographs of performance perform. 
173 Dona Ann McAdams was the photographer of much influential and even canonical 
performance art in New York, although much of her work has been outside this field. 
McAdams has gained a reputation in both the world of performance (she received a 
special citation for or distinguished contributions to Off-Broadway in the 1997 Obie 
awards), and the field of photography (her work is featured in the permanent 
collections of the Metropolitan Museum of Art and the Museum of Modern Art in New 
York, and she has received grants from the National Endowment for the Arts). 
McAdams has worked on a great number of projects as a photographer, mainly in and 
around her native New York City. In the 1970s and 1980s this included projects on 
hospital patients, residents of the rapidly changing Alphabet City and orthodox Jews in 
Brooklyn. She also took a series of photographs of the area that would become 
Barcelona's Olympic Village before the 1992 Games. 
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Documenting a Venue 
McAdams considers herself part of a tradition of documentary, or 
'street' photography, an approach that she traces back to her training and 
education at the San Francisco Art Institute in the mid- 1970s. '74 
McAdams emphasises how her approach depends on a long engagement 
with what she photographs and so, rather than the mobility of reportage 
associated with street photography, has tended to spend a great deal of 
time with the people she photographs, becoming a trusted ally. This has 
been the case in her various projects, thematically organised around 
particular settings and situations, and continues in the photographer's 
most recent work, which includes a project in the rather secretive world 
of horse racing, in Saratoga, New York. Projects, for McAdams, involve a 
long process of obtaining access to particular places, and developing a 
relationship with them and their inhabitants. McAdams suggests that this 
approach differentiates her work from that of a photojournalist, and 
emphasises that her work is necessarily long term (McAdams and 
Maude-Roxby 2007,106), and she states that this is her approach to 
photographing performance, too. McAdams' images of performance art 
are mainly centred on work from New York City, and the bulk of her 
work particularly focuses on performance that took place in the 1980s 
and 1990s in New York's East Village and Lower East Side. This is the 
work which has given rise to a book of photographs of 'contemporary 
multimedia performance' (McAdams 1996). Although McAdams 
photographed artists in a variety of venues (theatres, galleries, clubs, and 
174 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006; see 
also Alice Maude-Roxby's interview with the photographer (McAdams and Maude- 
Roxby 2007,103). 
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even private residences) during that period, she mainly worked at P. S. 
122, "S considered a major performance art venue and which was, even in 
the early 1980s, one of the larger venues in East Village, characterised by 
RoseLee Goldberg (2004b, 181) as "marginally more formal" than the 
local cabaret clubs where much of the performance work of this period 
first took place. Indeed, C. Carr (1996, n. pag. ) writes that at other 
venues, "loud and fast ruled, audiences were half-smashed, shows usually 
started at least an hour after the posted time, and any critic present might 
spend that hour looking for a vantage point from which to see the show", 
whereas P. S. 122 "took reservations, had chairs for spectators, and wasn't 
about to start a show at two or three in the morning"; the venue became, 
according to Carr, "a community centre for performers as more and more 
of these fringe venues closed". P. S. 122 hosted a variety of acts, and 
became a hub for performance art as the genre rapidly evolved, and 
McAdams was the house photographer throughout the 1980s and 1990s. 
As Carr (1996, n. pag. ) writes, "From 1984 on, Dona photographed every 
piece done at P. S. 122" and in 2008, despite no longer having a contract 
as a photographer at the venue (since 2006), still has a studio and 
darkroom on the fifth floor of the building. Although, in 2004, the 
performance venue opened its productions to press photographers 
(primarily from the New York Times and the Village Voice), McAdams 
was practically the only photographer working at P. S. 122 for more than 
two decades. Her photographs are, therefore, a record of performances, 
and document artists who performed at P. S. 122 (in some cases, for this 
"s p. S. 122 Is one of the most established Off-Off-Broadway theatres in New York 
City. The initialism P. S., although it now designates 'Performance Space', is a relic of 
the building's former function as a school. The venue was founded in 1979, and is 
considered a major performance art venue. 
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means a single performance, in others, a range of work over many years) 
but which also record the evolution of a venue, changing over time. 
An image from 1984 (Figure 45) shows a group including 
Performance artist Tim Miller at P. S. 122. The photograph is described by 
McAdams as having "historical value", ' 76 since it shows an example of 
early work in the space, and reveals the venue at an early stage in its 
development. McAdams, who says of P. S. 122, "I am the archivist" 
(McAdams and Maude-Roxby 2007,103), points out significant features: 
the room, which is the main performance space at the venue, has 
windows, and there is only minimal lighting, and no lighting grid. Thus 
the image takes on a role as a historical document: it evidences the as yet 
unreconstructed space of a former school hall, and shows early work by 
Tim Miller, a performance artist with whom McAdams would work 
continually (Miller was also one of the founders of P. S. 122). "' 
Figure 45. Tim Miller and others at P. S. 122, Dona Aim McAdams, 1984. 
176 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
"' McAdams has consistently photographed Miller's work, including providing 
photographs for his published writings, for example Body Blows (Miller 2002) and 
1001 Beds (Miller 2006). 
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Since that photograph was taken, the space has been 
transformed, and over the years the room was made into a more 
conventional performance space: the floor was painted black in the mid 
1990s, and seating banks were added. This space eventually became a 
'black box', and - McAdams points out - the columns (two of which can 
be seen in the photograph above) are the only remaining feature that 
distinguishes the space from any other 'neutral' performance space 
(McAdams and Maude-Roxby 2007,105). The remaining photographs 
in this chapter show the space in its transformed state. McAdams claims 
that she has always tried to find ways to challenge the neutrality of a 
space, and seeks to mark the specificity of P. S. 122 when she photographs 
there. 1' 
Framing and Staging Performance 
McAdams has stated that she is influenced by the writings of 
Erving Goffman, 179 and a recent exhibition of McAdams' work was 
entitled, in homage to Goffman's (1959) book, 'The Performance of Self 
in Everyday Life'. 180 If, as Carr has suggested, McAdams approaches 
performance as "a form as fleeting as life" (Carr 1996, n. pag. ), she also 
photographs life as performance, embracing Goffman's notion of social 
performances (the exhibition was mainly made up of non-performance 
images). Nevertheless, it is worth considering how such an approach 
1'8 McAdams states that, when photographing in the space post-transformation, she 
aims to include the columns in the frame, marking the space as specific (McAdams and 
Maude-Roxby 2007). 
19 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
'so Lincoln Center Library for Performing Arts, New York, 6 March to 5 May 2007. 
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might operate when photographing stage work, organised performances 
rather than Goffman's theatre of everyday life. 
This idea of framing proposes an alternative mode to 
composition, which, in documentarist photography, tends to be associated 
with trickery or fakery. But the notion of framing (see chapter 4) is 
particularly loaded in theatre and performance, and there is a useful 
distinction to be made between framing and staging in photographic 
terms. Framing, on the one hand, does not require (or desire, perhaps) 
complicity or agreement with the subject - it implies capturing, with the 
photographer stalking for images (Flusser 2000,33). Staging, however, 
suggests the arrangement or configuration of photographic subjects, and 
as such requires a certain complicity or communication between 
photographer and subject. In terms of space, framing suggests two- 
dimensionality and is conceptually associated with photography; staging 
suggests three-dimensionality, and is particularly linked to stage 
performance. There is, however, framing in theatre and performance, 
and the term is often used in regard to the frame of the stage, often a 
proscenium arch, or to sightlines. As I have mentioned in chapter 1, Anne 
Ubersfeld (in Bayen et al. 1980,7) suggests that using 'image' to talk 
about theatre is often redundant: Ubersfeld suggests that it might be 
more useful to remember that theatre operates in three dimensions and 
to substitute the notion of 'space'. Photography of performance is a 
conflation of these formal modes, and performance art, as photographed 
by McAdams, which is - as the space shown in the photograph above 
shows - does not operate within obvious theatrical frames, is subject to 
the framing of the photograph. This differs, for example, from the work 
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of Martine Franck (see chapter 4), where the theatrical frames of the 
work are rendered in the photograph, albeit with a certain amount of 
shift from the photographer. Moreover, Franck's work emphasises the 
separations between stage and offstage and between rehearsal and 
performance, etc., whereas such categories cannot readily be located (let 
alone photographed) in the work of McAdams' performance artists. 
Indeed, McAdams states that rehearsals were almost unheard of for 
much of her time as photographer at P. S. 122. For some time, McAdams 
would photograph during live runs, and claims that this practice ceased 
when a "new audience" started coming to the venue. Indeed, she even 
points out that dress runs were almost unheard of for many years and 
that they started to be used in part in order for McAdams to get pictures 
(McAdams and Maude-Roxby 2007,105). McAdams' photographs do 
not engage with a formal theatrical frame, but rather highlight how 
performance is framed in its reception, whether or not there is a formal 
or visible frame, and is never experienced as unframed. 
An image of Karen Finley performing The Constant State of 
Desire at P. S. 122 in 1987 (Figure 46) proposes a paradoxical 
relationship between the frame and the stage. On the one hand, the 
image marks its being removed from the performance: the viewer of the 
photograph (unlike the audience of the performance) will not be 
showered in the glitter that Finley is throwing; whereas, for the spectator 
of the performance, the glitter would mark the encounter, the encounter 
with the viewer does not involve such an exchange. The glitter is blurred, 
marking it as a photographic subject, visible to the photographic viewer in 
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a way distinct from the perception of an audience member. "' Moreover, 
the framing of the photograph marks the photograph's incapacity to 
encompass the performance, with Finley's feet cut off, and the flurry of 
glitter extending beyond the frame. The moment is framed by way of a 
freeze frame, and the baskets (full or empty? ) to the left of the 
photograph suggest further moments where more glitter will be thrown, 
or indeed that the photograph captures an action repeated in the 
performance. 
I 
V 
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Figure 46. Karen Finley in The Constant Beata of Desire, P. S. 
122, New York. Dona Ann McAdams, 1987. 
Much of McAdams' work concerns solo performance. Matthew 
Reason (2006,122-123) writes that, in McAdams' work 
Frequently, the frame is narrowly focused on the 
performance artist themselves, often performing 
181 This performance is described in (Schuler 1990). 
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solo in pieces where the individual artist is both the 
creator of the work and the work itself, which is 
inseparable from the artist's personal history, body 
and physical presence. 
Reason compares this to portraiture, and notes that this configuration of 
solo performer to viewer creates a particular intimacy. There is, however, 
a way in which the figure also offers a different performance to the 
viewer than to the spectator, and establishes the photograph as something 
other than a document. This is related to the notion of a trace, and 
establishes the photograph in its particularity: the photograph, with its 
frozen (although only just, as evidenced by the blur) motion, marks the 
performer as the performer of an action, an 'action artist' (in the 'gestural 
abstraction' visual arts tradition), and the photograph acquires the status 
of the work produced: the result of performance rather than its record. 
And the baskets in the photograph suggest something other than this 
singular act of creation, or event, which evokes the repeatability of 
theatre, which Rebecca Schneider has identified as alien to the "non- 
repeatable purity" (Schneider 2004,34) of action painting. 
Performance art stages the photograph in a particular way, since 
the absence of other performers sets up a configuration whereby the 
audience is implicated, and brought closer to the status of a co-performer. 
While one definition of performance art might suggest that it concerns a 
performer that is not 'in character' in a theatrical sense (Carlson 2004, 
163-164), this is clearly problematic and difficult to test; it is perhaps not 
so much the absence of character, but rather an unclear delineation of 
where character starts and ends that defines much performance art. In 
some theatre and performance photographs, the character seems to 
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coexist with the performer, and as such these images subvert traditional 
photographic reading, and operate in a mode that might summon 
ghosting (Carlson 2001). Indeed, the vacillation between character and 
performer is the definition of theatricality, according to Samuel Weber 
(1996). 
The documentarist photographic tradition to which McAdams 
claims she does and does not belong to is predicated on the notion of a 
mobile photographer, and framing suggests this dynamic approach of 
choosing what within the predetermined field is to be photographed, and 
framing it in a photograph. It is not a coincidence that the first 
documentary photographers appear at about the same time as the first 
truly portable cameras - and are even more associated with the handheld 
camera. The most well known documentary photographers are 
mythologized in the cliche of the globetrotting, intrepid photojournalist; a 
far cry from the studio photographer whose subjects must come to the 
camera. This model of photography figures in the work of Roger Pic, 
perhaps the first stage photographer to shoot during performances. Pic 
claims to have worked like a "reporter" (quoted in Meyer- Plantureux 
1992,31). 
Photographing performances, McAdams would sit in the 
audience, "unobtrusive but front row center" (Carr 1996, n. pag. ), or in 
what has been described as "the best seat in the house" (Crohn Schmitt 
1976,379). Indeed, a New York Times article (Dunning 1997), which 
includes a review of McAdams' book Caught in the Act (McAdams 1996), 
notes that photographs of performance art tend to "give the viewer the 
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sense not only of attending the event but of sitting in the front row" 
McAdams is, perhaps, to quote photographer Michal Daniel, "thc most 
dedicated audience member" (Daniel (]ogled in Pearce 1994,32). 
McAdams182 states that she did, at one point in the early I980s, 
photograph from the stage (Figure 47) (and on one occasion performed 
in a Tim Miller show). McAdams suggests that photographing from the 
stage was not productive, since it meant that she had "nog distance from 
the piece", 183 and such images do not reappear in her oeuvre. 
p 
Figure 47. Performance c. 1984 Dona Ann McAdams. 
I 
McAdams seeks to minimise the effect of photographing, avoiding 
interfering with or disturbing the action. Performer Karen Finley, who 
does not like photographers shooting as she performs, appreciate 
182 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
18' Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
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McAdams' way of working: a small quantity of photographs, no flash, and 
the quiet shutter of a Leica camera. 184 McAdams might use flash at some 
points (as perhaps in the image above, however, shooting from the stage 
her discretion was already compromised), but it is clear that this is at odds 
with her usual photographic approach. Using the photojournalist's 
camera of choice, the Leica, with a 'fast' lens minimises the need for extra 
lighting. Pic also used a Leica and worked without flash (Pic in Meyer- 
Plantureux 1992,33), and his approach to photographing performance 
would not have been possible without this new technology. "' 
McAdams frequently photographs performances where an 
audience is present. Matthew Reason (2006,122) notes that: "[w]hat is 
particularly striking about McAdams' photographs is that they are taken 
(for the most part) during actual live performances or public 
'performance views'". McAdams' position, in the centre of the audience, 
minimizes parallax (see 145), and underlines the photographer's physical 
presence as an audience member (and her perspective is not often 
obscured by other audience members). 
McAdams' images do however sometimes include the audience 
and, in work where the relationship between spectator and performer is 
slight, seeks to photograph that frontier. In one image (Figure 48), we 
see spectators sitting on the floor on the edge of the stage area. 
184 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
181 It is, of course, less new to McAdams, bit it is worth noting that McAdams' primary 
cameras, the Leica M series, were first produced in 1954. McAdams' performance 
work makes use of these cameras' discretion, luminosity and portability, although she 
does use an SLR camera at times. 
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As in Figure 46, the materials of the performance mark the 
encounter between spectator and performer; here McAdams has 
captured liquid as it splashes out of its container, and the pools of liquid 
behind and beside the performer mark the performance's trajectory. 
Revelation is a persistent idea in performance art, and the 
Lacanian idea of performance as that which is "given to be seen" (Phelan 
1993,91) is coextensive with this. The revelation operates at several 
levels; shows tend to both contain moments of revelation, and also be 
concerned in philosophical or political ways with revelation. Striptease is 
one cliche of performance art; many of the images from this collection 
show nude or partially nude figures, as in the image below (Figure 49). 
Likewise, much of the work photographed by McAdams might be 
considered confessional (another received notion of performance art). 
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Dona Ann McAdams, 1988 
Figure 49. Tim Miller in Democracy in America, P. S. 122. Dona 
Ann McAdams, 1984. 
McAdams' work seems to address this question of revelation 
(Figure 50). On the one hand, the photographs play into an extreme form 
of revelatory photographic discourse, and on the other, they appear to 
consciously engage with such a notion, and evoke performance's potential 
to give what would otherwise he taken in a revelatory dynamic. 
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Performance Art, Performance Studies and Documentation 
The relationship between photography and performance art can 
seem contradictory. Jan Corbett (1996,32) considers the irony of 
performance art's relationship with the photograph, suggesting that 
performers turn to photography despite themselves: 
Even performance artists, who claim intentionally to 
subvert the static representation of form, allow or 
are seduced into allowing photographic 
documentation of their performances, so that their 
work is often remembered as a single image in a 
journal or catalogue, rather than as a live event. 
In the catalogue for an exhibition of performance work, 
addressing the notion of performance as characterised by disappearance, 
Judith Dunham (n. d. ) writes: 
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Figure 5U. 1 inn Miller, Dc/tiot/. it. t In 1 in iic, i, P. S. 122. I hmi, i 
Ann McAdams, 1 984. 
It seems ironic [... ] that performance, among whose 
salient aspects are its temporality and its apparent 
spontaneity - indeed, its refusal, an [sic] esthetic and 
sometimes political groups, to be a process that 
culminates in the creation of a static art object. - 
should be recorded and remembered by a static art 
form: by photography. 
Studies of images like McAdams' have absorbed such discourses, leading 
to theorizations that mobilize notions of documentation and evidence. 
Revelation and Documentary 
The documentary cannot simply be conceived as the process by 
which reality is imprinted onto the photograph. Rather than embracing 
such an idea, which privileges the relationship between the photographic 
object and the photographic subject, it is necessary to consider how 
documentation is the product of viewing, relying upon a play of markers, 
visual cues, and a staging that establishes the image as document. To 
paraphrase Oscar Wilde on the 'natural', the 'documentary' is a pose, or at 
least can be a pose. This is reflected in some observations about 
performance photography. Documentary performance images are 
described in the introduction to a book of performance photographs by f- 
stop Fitzgerald as typically appearing "as if an uninformed, only 
marginally competent amateur had stumbled upon the subjects 
accidentally" (Coleman 1987, n. pag. ), and Kathy O'Dell, writing about the 
work of 1970s performance artists states that: 
For the performers, photography was an 
imperative, the chief record of their otherwise 
ephemeral performances. These photographic 
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'documents' have a style all their own, tending more 
often than not toward grainy black-and-white shots 
taken in half-lit performance spaces (O'Dell 1998, 
13) 
The suggestion is that the formal characteristics of these performance 
photographs is what makes them 'documentation'. The photographs' 
being monochrome, in performance photography as elsewhere, also 
seems to signify, or attest to, authenticity, and the amateurish style of the 
images points to the veracity of the event photographed. If the 
photographs seemed 'professional', or sharp (rather than blurry) images, 
or were shot on colour film, the images might not offer such a compelling 
trace of the performance, and, indeed, might not be 'documentation' at 
all. 186 Thus photographs which technically carry less photographic 
information about their referent are, paradoxically, those that best retain 
their relationship to a performance. 
As black and white photographs taken in low light, many 
performance photographs take on an appearance akin to crime 
photography. Indeed, critics such as David Briers ([1986] n. d. ) have 
noted that photographs of performance art often resemble forensic, or 
"crime reportage" photography. Carr (1993,16) writes (about Chris 
Burden's performance art and photographs of his work) that "[t]he 
image most emblematic of seventies body art has the panicky blur of a 
news photo. " Writing about the use of photographs by the French police 
in the wake of the Paris Commune, Susan Sontag comments on the utility 
186 John Tagg (1988,98), quotes a specialist in the preparation of court exhibits as 
stating that, in some circumstances, amateurish photographs are preferable to "slickly 
made" ones for the purposes of presentation of evidence to a jury, suggesting that 
these are less likely to raise doubts as to the truth of what the photographs depict. 
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of the photographic record to incriminate and justify: "[p]hotographs 
furnish evidence" (Sontag 1977,5). 
In a manual for Police photographers, Sam J. Sansone (1971, 
236) lists the uses of photography: 
In general there are three primary ways of using 
photography in law enforcement: (1) as a means of 
identifying an individual through a photograph 
made at some previous time; (2) as a method of 
discovering, recording, or preserving evidence 
relating to an accident or crime; and (3) in the 
courtroom, as a way of presenting to the jurors an 
impression of the pertinent elements of a crime. 
Reason (2006) challenges and interrogates the revelatory reading of 
photographs (both performance and non-performance photographs) and 
claims that, for a performance photographer to truly reveal performance, 
a straightforwardly documentary approach will not suffice. In writing 
about the archival photographer at the Theatre Museum in London 
(Reason 2006,121), Reason writes: "This photographic 'revelation' is 
importantly distinct from 'documentation': the cropped and composed 
image not merely documenting but instead actively constructing and 
revealing the world. " The 'constructing' that Reason describes is achieved 
through framing and, although Reason makes an important distinction 
between documentation and revelation, such constructing is precisely the 
way in which the documentary photographer approaches photography. 
Reason notes that McAdams' images "evoke a visual mode akin to 
photojournalism" (Reason 2006,123), but it is worth noting that - 
although they are exclusively black and white, McAdams' photographs are 
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in no way blurry or grainy (and are far from amateurish), and thus only 
partially conform with the notions of documentation described above. 
The notion of documentation implies a link with evidentiary 
practices, and as such is linked with notions of doubt. When critics such as 
Phelan use the term, they are invoking both a legalistic notion 
(documentation as supporting evidence) as well as the notion of the 
documentary in aesthetic and cultural terms (documentation as the 
capturing and rendering of reality). If, as Phelan has suggested, 
documentation does not capture performance (performance is specifically 
that which cannot be documented), the implication of this impossibility is 
that documentation might, or must, be able to capture something else. If 
documents of performance, for those suspicious of documentation, 
cannot capture performance, the question would arise as to what it is that 
they do capture. For Phelan, the recording of performance is a correlate 
of the other processes of rendering visible; drawing on Lacan (but also, 
more directly, Foucault), Phelan suggests that "[v]isibility is a trap [... ]; it 
summons surveillance and the law" (Phelan 1993,6), and the risks of 
such visibility are linked to the production of evidence. The photography 
of McAdams - as I will argue in the next section - is particularly acute as 
an example of how documentation might testify to something's having 
happened, and highlights how the photograph's operation within specific 
contexts might make it a potentially dangerous ally. This calls to question 
the translational processes whereby photographs advocate for 
performance, or make it tangible (the role they frequently play within 
funding structures and institutions), suggesting that if the photograph 
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does not document performance, it at least attests to the fact that a 
performance took place. 
The NEA Four: Revelation and Evidence 
In 1990, when four artists, all of whom had been photographed 
by McAdams, became the focus of a scandal regarding the use of public 
money to fund artists, the notion of the performance photograph as 
(potential) evidence might have seemed to have been confirmed. In that 
year, the National Endowment for the Arts, withdrew grants they had 
awarded to four performance artists: Karen Finley, John Fleck, Holly 
Hughes and Tim Miller. The artists became known as the 'Defunded 
Four' or the 'NEA Four', and performances that were seen by very few 
people became the subject of debate in the American Courts, and, 
ultimately, the United States Supreme Court. 18' 
It is, in fact, very unclear what role McAdams' photographs played 
or did not play in the affair, and to what extent the photographs 
contributed to the wider awareness of the work of the four artists that led 
to the NEA's decision. In a book recounting his time as chair of the NEA, 
during which time the affair took place, John Frohnmayer (1993) does 
not refer to McAdams' photographs, although he does mention having 
watched video recordings of the work of two of the artists. Carr (1996, 
n. pag. ) deduces that some of the voices behind attacks on the artists must 
have had sight of the photographs: one syndicated column referred to 
Finley's work in a way that inferred that the author had seen McAdams' 
187 The NEA withdrew the artists' funding in 1990. The artists successfully appealed 
against this decision in the Courts, but in 1998, the United States Supreme Court 
overruled this, rejecting the artists' claim that the action by the NEA constituted 
censorship. For accounts of the affair, see Carlson (2004,168-170); Miller (2006, 
99-115); also Phelan (1993,135). 
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photograph of the piece (that image has come to be known as 'the 
chocolate shot'). ""' It has been claimed that Senator Jesse Helms showed 
the image to the Senate (McAdams and Maude-Roxby 2007,105), and it 
is also likely that at least one image of Tim Miller did find its way to the 
Courts. 189 
At a glance, the story seems to be an example par excellence of 
the dangers of documentation, and it has no doubt informed much of the 
hesitancy and hostility of performance studies towards documentation of 
performances. It is clear that performances, if not photographs, were - to 
return to Szarkowski's (1980,70) notion of photography, quoted "out of 
context", and such a shift in context is the very basis of censorship, which 
is almost invariably executed by people who were not there and who 
missed it. The incident also cast a spotlight onto performance art, bringing 
it to the awareness of the general public. Carr (1996, n. pag. ) writes, 
"[njever had this artform had so much scrutiny from so many. " 
Whether or not the images were seen by those involved in the 
decision to 'defund' the artists (who had almost certainly not attended the 
relevant performances), it is the case that the images had the potential to 
become evidence in the legal sense. Indeed, McAdams may well have 
prevented this from happening, or at least prevented a 'media trial' since 
she resolutely refused to release the images when they were demanded 
by the national press and news media. Thus, the 'chocolate shot' along 
with any other image that might "add fuel to the right-wing fires" {Carr 
188 The 'chocolate shot' was an image by McAdams from a preparatory performance for 
Finley's We Keep Our Victims Ready. Due to the efforts of McAdams, the image was 
never widely circulated, despite requests from the media in the wake of the NEA Four 
events. 
189 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
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1996, n. pag. ), were kept in the photographer's archive, along with the 
numerous other potentially 'incriminating' images of performance 
work. 19' 
This decision to withhold images from circulation was not out of 
character for McAdams, who had always consulted artists before 
distributing images, going as far as to say that the 'work' (which 
McAdams seems to define as both the performances and the 
photographs) does not belong to her, but to the artists. 19' 
The Building of the Archive 
In one rather negative review (Todd n. d. ), McAdams' book 
Caught in the Act (1996) is compared to a family photo album. Although 
this might, as a criticism, suggest that McAdams work is parochial, 
domestic even, the family album is perhaps an appropriate starting point 
for an understanding of the archive in this work. Certainly, to return to 
John Berger's distinction between public and private photography (see 
241), the NEA Four affair can be understood as an example of the shift 
that Berger claims occurs when private photographs go public. Much 
performance art is concerned with an interrogation of public and private; 
indeed one characteristic of much performance art might be the shifting of 
something from private to public (Figure 51). 
'9o In the aftermath of the NEA 4 events, McAdams temporarily took her leave from 
P. S. 122 and the world of performance art; she studied for a Masters degree, started 
teaching and resumed the work she had been doing prior to her involvement with the 
East Village art scene, working with communities as a photographer on social projects. 
191 Private interview with Dona Ann McAdams, P. S. 122, New York, 7 May 2006. 
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Berger describes the private photograph (and he is specifically 
referring to family photographs) as "a memento fron a life being lived, " 
(Berger 1980,56), which might correspond with the photographs' status 
as images from a rather small performance space, of a rather small group 
of performers. As the house photographer, McAdams had a particularly 
close relationship with the performers (as well as with the spectators) 
whose work she photographed. It seems likely that the privileged 
relationship with the people she was photographing (Carr 1996 n. pag.; 
Reason 2006,122) is what enables McAdams to take photographs that 
suggest proximity and intimacy. Like the work of MOscOsO, described in 
the previous chapter of this thesis, McAdams' pictures similarly seem to 
both reflect and reinforce a collective and its work. Unlike Moscoso's 
pictures, however, these images are not expressly intended to record or 
magnify a working process with a view to making corrections or retaining 
details (moreover, for the most part, unlike MOscoso's images, they are 
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not shot in rehearsals), so do not have a role as short-term memory. 
They do however function as an archive. 
Family photographs, as Berger seems to suggest, have a particular 
relationship with memory: they both contribute to memory and depend 
on it, they supplement memory while requiring that memory supplement 
them. A family photograph is diffused among those depicted (and also, 
the photograph will often have been taken in the same space in which the 
photograph is displayed; the family constructs an archive that - in the 
words of Sontag - "bears witness to its connectedness" (Sontag 1977,8). 
While McAdams' photographs do perform the typical roles of theatre or 
performance photographs: for publicity and to accompany reviews of 
shows, exhibitions (at P. S. 122 and elsewhere), books, a comparison of 
McAdams' archive with a family album is pertinent. 
In Archive Fever, Jacques Derrida (1996) posits the archive as a 
point at which public and private meet. The institution of the archive is a 
"passage from the private to the public" (Derrida 1996,2). The archive 
also institutes a movement in the other direction, since, a public archive 
might be the object of private study. The 'fever' described by Derrida is 
appropriately both pathological and zealous: the archive inspires both 
feverish concern, and also the compulsion to archive. As Derrida has 
shown, archives cannot be conceptualized as conservative containers of 
passive documents; the archive is in motion, and is inherently destructive, 
first of all of memory. The prospect of forgetting is countered with a 
possibility that documents will spill from archives and replace the things 
they were supposed to document. 
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There has been much discussion about the relationship of the 
archive to performance. RoseLee Goldberg (1990,177), writing about 
one hundred years performances, wonders "How to conserve such 
work? " And Rebecca Schneider, responding to notions of performance 
as resisting being archived, has shown in her 'Performance Remains' 
(2001) that the archive is not necessarily threatened - quite the opposite - 
by that which shuns it. 
McAdams, as a documentary photography, has been very aware 
that her practice of photographing is also the constitution of an archive: 
both in the immediate sense, with her archive at P. S. 122, and in terms of 
the wider constitution of an archive of performance art photography. She 
describes the keeping of photographs and their consignment in the 
archive at the space as a political act of preservation and entrustment. The 
preservation, however, does not seem to be about the ephemerality of 
performance, a discourse which is familiar and that makes particular 
sense in the context of art that is largely unscripted, and that can 
frequently depend upon the reactions of a specific audience. Rather, the 
preservation seems rather to concern the people photographed and more 
widely an entire artistic scene, a moment in time. Carr (1996, n. pag. ) and 
McAdams (1996, Epilogue) refer to the precariousness both of this scene 
and of the individual artists McAdams photographed. McAdams (1996) 
acknowledges a number of artists who have died (many due to AIDS- 
related illnesses) in her book. And indeed, there are no illusions about the 
consignment either: the archive, made up of mainly negatives and contact 
sheets, as well as a number of prints, is fragile and perhaps as fleeting as 
the performances and performers. It is also a site-specific archive, housed 
277 
above the venue where the vast majority of performances photographed 
took place. 
As Ulrich Baer (2002) has written, a discourse on photography as 
simply revelatory is attractive, but denies the fact that the actual 
experience of viewing photographs is often considerably more complex, 
contradictory and, indeed, unnerving than such a discourse can allow. 
Focusing on trauma, Baer writes that normal viewing modes are 
inadequate for those images that are "at once radically ahistorical yet 
undeniably part of the past". While Baer is referring to (un)forgotten, 
traumatic photographs, it is possible that the same disruption of habitual 
viewing occurs in looking at McAdams' photographs of past 
performances that continue to perform (and which are not without their 
traumatic aspects). Baer proposes that the images he addresses cannot be 
viewed, and instead "they must be witnessed" (Baer 2002,13, original 
emphasis). McAdams' images might, by way of their unstaging of 
performance, require such a response (see 107,172). Indeed, as Mathew 
Reason (2006,126-27) has suggested, McAdams' photographs 
themselves "become acts of formal witness to the event beyond the 
mechanical operation of photography and the objective recording of the 
world" (2006,126). 192 To witness McAdams' images perhaps prompts 
seeing McAdams photographs as witnesses. Diana Taylor suggests that 
witnessing might be crucial in conceiving of performance as other than 
simply "that which disappears" (211); photographs, like those of 
McAdams can summon witnesses, rather than serving as evidence. What 
192 Significantly, the section in which Reason (2006,121-30) discusses McAdams' 
work has the title 'Photography as Witness'. 
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evidence McAdams' photographs do supply, to recall the title of Baer's 
book, is 'spectral'. 
The photograph mirrors, reflects or (perhaps more accurately) 
echoes performance, responding to it with something eerily similar. As 
such, the photographs of McAdams fail as transposition or recording, and 
instead render a continuation, a repetition, a recollection and a response. 
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CONCLUSIONS 
1 
The temptation to examine each instance of theatre photography 
as an isolated study allows for detailed work, and avoids some dangers of 
generalisation. Nonetheless, this approach is not without disadvantages: 
the risk is that the results of research might offer little beyond their 
narrow context, and the insights gained might not be valuable when 
removed from their place in relation to a few images. I hope, however, 
that, in seeking to employ approaches that are suited to their objects of 
study, I have set up correspondences between theatre and photography, 
and that this will produce possibilities beyond the remit of each 'case 
study'. In each case, I hope to have established specific ways of working 
that are less about the fashioning of critical tools, and more concerned 
with observing and facilitating the process whereby theatre and 
photography already theorise one another. '93 
This study of theatre photographs not only offers the opportunity 
for photographs to take a place in theatre scholarship beyond their 
habitual one - perhaps highlighting the roles they already play in looking 
"' It is, of course, possible to imagine further photographers that might be the object of 
studies. The possibilities are numerous, but, maintaining the same overall approach I 
can imagine fruitful work on the work of Max Waldman (1919-1981) (see 90-91,92- 
95), whose working method might resemble that of Koudelka, except that the 
photographer is perhaps best known for studio work. There are also perhaps points 
of comparison between Koudelka and fellow Czechoslovakian photographer Ivan 
Kyncl (1953-2004), whose photography included projects with Terry Hands at the 
RSC, as well as a portfolio of work in a number of London theatres. The theatre work 
of Patrice Chereau has been extensively photographed, and a study of these images 
might extend my reflection on the work of photographers at the Theätre du Soleil. 
Babette Mangolte (1941-), who has worked extensively as a photographer and 
filmmaker with performance artists and dancers, might make an excellent subject for 
further research on the relationship between performance art and photography. 
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at performances - but also joins current scholarship in envisaging theatre 
as more than the ephemeral potential subject of recordings. Photography 
offers ways of considering theatre in terms of a temporality that is not 
that of flowing, continuous time, but also reveals (and, as I hope I have 
shown, produces) theatre's interruptive procedures. Photography's 
radical decontextualisation is summoned as part of an attempt to consider 
theatre's operation, necessitating a status for photographs beyond that of 
illustrations, or pictures of key moments as time moves along. 
In rereading photography's performance, and theatre's 
photography, the notion of reading is itself called to question, suggesting 
alternatives to the photographic image's habitual position alongside text, 
and summoning a reading that takes place photographically. Thus the 
photographs assert themselves: 
The work of Etienne Bertrand Weill and Etienne Decroux, 
grounded in stillness and with bodies and camera operating in tune, fuses 
theatre and photography, creating a unitary progression: performances 
are not recorded by the camera, but rather the photograph participates in 
the institution of a vocabulary. 
Josef Koudelka's photographs of performances in 1960s Prague 
transmit an uncanny performance, but only because they do not capture 
anything in its entirety, instead cutting it and subjecting it to the 
photographic apparatus and materials: performances are not frozen in 
time, but rather haunt the machine and the surfaces. 
Martine Franck's photography, on the other hand, does not make 
such cuts, keeping the performance intact, and instead photographs along 
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the lines of the representation, albeit exposing those lines: performances 
are photographed along with staging itself. 
Sophie Moscoso's photographs are produced and distributed 
inside a working process, and are photographs of what is not yet ready to 
be shown: performances are recorded in order to be reconstituted by that 
recording. 
Dona Ann McAdams' photographs perform appearance and 
disappearance in the archive, and are dynamically activated in the shift of 
contexts: performances are conserved, but as their own performing 
double. 
2 
At a 2007 symposium at the Arnolfini gallery in Bristol, a panel, '94 
discussed performance documentation. The event marked the opening of 
an exhibition of photographs by Manuel Vason, as well as the launch of 
the photographer's book Encounters (Vason 2007). Vason's photographs 
are described (in the full title of the book) as 'collaboration', between the 
photographer and various performers, which is also the approach 
employed in Vason's previous work (Vason 2002). The photographs are 
staged performances which sometimes draw on previous performance 
works by the artists and sometimes do not; the photographs are not shot 
in performance spaces, but in a number of interior and exterior locations, 
selected as part of the process of making the photograph. Being both 
194 Speakers at the event were: Ron Athey, Franko B., Paul Clarke, Ernst Fischer, 
Richard Hancock, Martin Hargreaves, Dominic Johnson, Lois Keidon, Traci Kelly, Alice 
Maude-Roxby, Kira O'Reilly, Rebecca Schneider, Helen Spackman, and Manuel 
Vason. 
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partial documents of performance, as well as stagings, the photographs 
set up circuits of resonance, recalling, or partially recalling, past 
performances while also constituting new ones. 
Discussion turned around how performance has been 
documented, and several of the artists (who are collaborators in Vason's 
project) expressed frustration at modes of documentation encountered in 
the course of their work, and reservations were expressed about 
performance photography: the dangers of fetishization, 
misrepresentation, and compromise engendered when live performance 
is recorded. Greeting Vason's collaborative approach as a welcome 
evolution in the relationship between photography and performance, Lois 
Keidon recalled performance documentation in circulation in the 1980s as 
being made up of "blurry black and white stills", and joined other 
participants in suggesting that the collaborative approach might represent 
performers' work more effectively and truthfully than more 'traditional' 
performance documentation. 
There are two points that I wish to draw from this. The first is 
that the idea of off-site performance photography, and set up shots, is of 
course nothing new: it is strikingly similar to the procedure used in 
photographing actors in the nineteenth century (see 14-15): the shots are 
portraits, into which are incorporated 'borrowed elements' from stage 
performance (costume, scenery, gesture), and scenes are staged - as in 
theatrical portraits - which may or may not correspond to performances 
(recall that actors would pose in roles that they had never played). In 
actor portraits, as in the Vason work, the performer 'collaborates' with 
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the photographer, creating a photograph bound for circulation, mutually 
benefiting photographer and actor. 
The second point concerns the relationship between the 
photographs and the performance. While nineteenth-century actor 
portraits are probably not 'performance documentation', Vason's images 
operate under the critical authority of such a notion, albeit in seeking to 
propose an alternative to it. The photographs are avowedly staged, with 
performers holding still poses (a condition of the collaboration is the 
performer's meeting the photograph half way), and this sets up the 
photographs as a foil to live performance (and it is no coincidence, then, 
that the performers involved in the project operate under the banner of 
'Live Art'). 195 There is an irony in this, in that much of the live 
performance work of the performer/collaborators in Encounters is 
characterised by stillness, and there is arguably as much stillness as 
live(ly)ness in 'Live Art'. This is certainly the case in many of the 
performances indexed in Vason's work, whether be it deathly stillness 
(Ron Athey's 2006 Incorruptible Flesh), the stillness of endurance in body 
art, or the creation of tableaux vivants (Guillermo Gomez-Pena's 
performance at the 2002 Liverpool Biennale). Like mime, performance 
(art) is already full of stillnesses: pauses, gestures, tableaux, beats, poses, 
breaths, but also exhaustion, fatigue, collapse, immobilisation, 
crystallisation, etc. The challenge to performance photography might be 
to embrace the (inherent) stillnesses of performance, and to avoid putting 
the still in its place. 
195 The term'Live Art' emerged in 1994. Carlson (2004,132) claims that the term 
was intended to disassociate postmodern live performance practices from the genre of 
performance art, and highlights some of the problems inherent in mobilizing the 
notion of the 'live' in a postmodern context. 
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Photography offers a challenge to conceptions of performance as 
ephemeral by prompting a temporal mode wherein live performance can 
no longer be considered in terms of a continuous flow, nor indeed can be 
considered in terms of a live. Rebecca Schneider writes, in her 
contribution to Vason's book (Schneider in Vason 2007,35) that the 
photographs offer new possibilities in imagining the relationship between 
media and performance. Such possibilities are not only available through 
collaborations such as that of Vason, but appear where photography's 
doubles in performance are highlighted, rather than elided, in the 
relationship between photography and performance, and where 
photographs take a place not as mere vessels of reality or as mere social 
constructs, but in their citational mode, as doubles. Theatre crucially 
figures in Schneider's response to these images. By displacing the stage 
picture, and by capturing its reality and fiction, the theatre photograph 
channels two "cleavages" that Josette Feral (2002,10-11) has posited as 
preconditions of theatricality. There is scope for the implications of this to 
be addressed in the future, but, for now, this thesis has reconsidered 
theatre and performance photography, and - perhaps in the interplay of 
those three terms - found some possibilities in the unlive. 
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